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ABSTRACT
It is important to understand how performing and visual arts teachers make their
classes personally relevant for students. This study examines what the intentions of
elementary performing and visual arts teachers who chose to teach with additional
affective content. Four research questions were addressed in this study: 1) What are the
instructional intentions of care-oriented elementary arts teachers? 2) What are the
affective intentions of care-oriented elementary arts teachers? 3) How are these intentions
actualized (or not actualized) within elementary arts classrooms? 4) What is the
significance of these findings for elementary schools throughout the country?
To respond to these questions, this qualitative study adopts educational criticism
and connoisseurship, a method developed by Eliot Eisner. The participating teachers
established caring relationships with their students as understood through Noddings’ ethic
of care and demonstrated teaching methodologies aligned with Dewey’s views of holistic
relationships. The findings suggest that teachers who introduce additional affective
materials are looking to make performing and visual arts classes relevant to their
students’ lives. The findings of this study reach beyond elementary performing and visual
arts education. The recognition of this augmentation led to the researcher developing the
term “augmented curriculum,” a new addition to the curriculum lexicon.

ii

ACKNOWLEDGMENTS
I know without any doubt that I would never have completed this monumental
task if it were not for the support of my community. Dr. Bruce Uhrmacher, I found my
voice as a writer sitting in your classes. Thank you for your enduring guidance and
mentorship as I strive to continue improving. Dr. Norma Hafenstein and Dr. Paul
Michalec, thank you for persistently pushing me to grow in scholarship and confidence.
Dr. Kristina Hesbol, your mentorship into the world of research and publication is a gift,
and I deeply thank you.
Lydia Goodland and Angela Nock, thank you for the care and love you showed
my boys whenever school required me to leave them in your care. Dr. Grant Goble and
Dr. Taryn Robertson, I am so thankful to cross the finish line with both of you! Scott,
Stacy, and Joey Deno thank you for your continued love and support. Kathy and Craig
Sparkman, thank you for instilling in me the confidence to take on difficult goals and the
stubbornness to not give up. Melvin Moll, you were a true Renaissance man and I will
always think of you sitting at your organ or painting on your easel, always showing me
how to nourish my love for the arts.
Brandon and Tyler Bartee, your ability to make me laugh and to remember what
is most important in life is a blessing. I love you both. Mike Bartee, your support has
allowed me to go to school at night for three years, and in the past year, to lock myself in
a room for days on end. Best of all, you constantly reminded me to never feel guilty for
doing so. You have been and will always be my rock. I thank you most of all. I love you.

iii

TABLE OF CONTENTS
Chapter 1 ...................................................................................................................... 1
Introduction ............................................................................................................... 1
Research Problems and Significance......................................................................... 4
Purpose of Study........................................................................................................ 9
Research Questions ................................................................................................. 12
Data Analysis........................................................................................................... 13
Strengths and Limitations of the Study ................................................................... 15

Chapter 2 .................................................................................................................... 17
Evolution of Arts Education in the United States of America ................................ 17
Philosophies of Art Education and Affect within American Schools ..................... 32
Dewey’s Philosophy and Progressive Education .................................................... 37
CRISPA ................................................................................................................... 39
Conclusion ............................................................................................................... 47
Gap in the Research ................................................................................................. 48

Chapter 3 .................................................................................................................... 50
Overview ................................................................................................................. 50
Reflexivity and Critical Prologue ............................................................................ 51
Participants .............................................................................................................. 53
Setting ...................................................................................................................... 54
Selection procedures ................................................................................................ 54
Research Design ...................................................................................................... 55
Data Collection ........................................................................................................ 66
Data Analysis........................................................................................................... 70
Data Representation................................................................................................. 74
Validity in Findings ................................................................................................. 79
Significance of Study .............................................................................................. 80
Limitations ............................................................................................................... 81
iv

Summary.................................................................................................................. 83

Chapter 4 .................................................................................................................... 86
Introduction: The Journey of a Teacher .................................................................. 86
Conceptual Framework: An Overview .................................................................... 87
Invitation to Join the Community ............................................................................ 90
Ms. Linderman, Beginning Teacher ........................................................................ 91
Scene 1, 5th Grade: Perspectives on Evaluation ...................................................... 99
Scene 2, 1st Grade: Care is Contagious ................................................................. 103
Scenes 3 and 4, Kindergarten: A Little Bit of Magic ............................................ 110
Visual Representation of Data ............................................................................... 117
Final Thoughts about Ms. Linderman ................................................................... 118
Ms. Bass, Journeyman Music Teacher .................................................................. 120
Scene 1, 1st Grade: The Structure of Rhythms ...................................................... 124
Scene 2, 5th grade: Curricular Icing ....................................................................... 128
Scene 3, 5th Grade Chorus: Intentional Feelings ................................................... 133
Visual Data Representation ................................................................................... 136
Final Thoughts about Ms. Bass ............................................................................. 137
Tandem Music and Art Lessons: A Shared Experience ........................................ 138
Scene 1, 1st Grade Music Lesson ........................................................................... 138
Scene 2, 1st Grade Art Lesson ............................................................................... 148
Reflections on Partnership Teaching ..................................................................... 156
Ms. Mitchell, The Completion of the Journey ...................................................... 157
Scene 1, Combined 4th and 5th Grade: Seeing the World Through a Pinhole Camera
..................................................................................................................................... 167
Scene 2, 3rd Grade: Positive and Negative Spaces ................................................ 172
Scene 3, 6th Grade: Taking Care of Vulnerable Friends ........................................ 178
Visual Data Representation ................................................................................... 188
Final Thoughts about Ms. Mitchell ....................................................................... 189
Unique Elementary Performance Classes ............................................................. 190
Mr. Moll, Journeyman Elementary Theater Teacher ............................................ 191
v

Visual Representation of Data ............................................................................... 196
Final Thoughts about Mr. Moll ............................................................................. 197
Visual Representation of Data ............................................................................... 205

Chapter 5 .................................................................................................................. 210
Overview of the Study ........................................................................................... 210
Discussion of Themes and Responses to Research Questions .............................. 211
1. What are the instructional intentions of care-oriented elementary arts teachers?
..................................................................................................................................... 213
2. What are the affective intentions of care-oriented elementary arts teachers? ... 230
Augmented Curriculum ......................................................................................... 231
Teachers caring for the arts ................................................................................... 237
Summary................................................................................................................ 239
3. How are theses intentions actualized (or not actualized) within elementary arts
classrooms?.................................................................................................................. 239
Summary................................................................................................................ 243
4. What is the significance of these findings for elementary schools throughout the
country? ....................................................................................................................... 244
Anticipatory framework ........................................................................................ 245
Generalization of Findings .................................................................................... 248
Implications for future research............................................................................. 249
Conclusion ............................................................................................................. 250

References ................................................................................................................ 251
Appendices ............................................................................................................... 261
Appendix A ........................................................................................................... 261
Tables ................................................................................................................ 261
Appendix B ............................................................................................................ 267
Observation Grids .............................................................................................. 267
Appendix C ............................................................................................................ 270
Interview Questions ........................................................................................... 270
vi

Appendix D ........................................................................................................... 271
Figures ............................................................................................................... 271
Appendix E ............................................................................................................ 277
Participant Responses ........................................................................................ 277

vii

LIST OF TABLES
Chapter Three
Table 3.1: Study Participants ................................................................................. 55
Table 3.2: Data Collection and Analysis ............................................................... 69
Table 3.3: Criteria for Quality and Rigor in ECC ................................................. 71
Chapter Four
Table 4.1: Domains, Concepts, and Codes ............................................................ 88
Chapter Five
Table 5.1: Themes and Sub-Annotations ............................................................ 213
Appendix A
Table 2.1: Philosophies of Art Education with Affect ........................................ 261
Table 3.4: Frequent Words Ms. Mitchell ............................................................ 262
Table 3.5: Frequent Words Ms. Linderman ........................................................ 263
Table 3.6: Frequent Words Ms. Bass .................................................................. 264
Table 3.7: Frequent Words Mr. Moll .................................................................. 265
Table 3.8: Frequent Words Ms. Dykshorn .......................................................... 266

viii

LIST OF FIGURES
Chapter Three
Figure 3.1: Eisner’s Dimensions of Schooling ...................................................... 65
Figure 3.2: “Plate 11” Du Bois .............................................................................. 76
Figure 3.3: “Plate 25” Du Bois .............................................................................. 77
Figure 3.4 Circles in a Circle, Kandinsky ............................................................. 78
Chapter Four
Figure 4.1: Popsicle Stick Art ............................................................................... 92
Figure 4.2: School Signage.................................................................................... 94
Figure 4.3: School Signage.................................................................................... 94
Figure 4.4: Mona Lisa Art ..................................................................................... 98
Figure 4.5: First Grade Coffee Filters in Progress .............................................. 108
Figure 4.6: First Grade Final Stained-Glass Project ............................................ 109
Figure 4.7: Ceramic Caterpillars ......................................................................... 112
Figure 4.8: Kindergarten Rainbows .................................................................... 116
Figure 4.9: Kindergarten Stamps ......................................................................... 116
Figure 4.10: Data Visualization Ms. Linderman ................................................. 118
Figure 4.11: MUSIC Poster ................................................................................. 122
Figure 4.12: Student Artwork Gift ...................................................................... 123
Figure 4.13: Data Visualization Ms. Bass ........................................................... 137
Figure 4.14: First Grade Artwork ........................................................................ 144
Figure 4.15: First Grade Artwork ........................................................................ 148
Figure 4.16: First Grade Drawings ...................................................................... 147
Figure 4.17: First Grade Drawings ...................................................................... 149
Figure 4.18: First Graders and Sweeping Lines .................................................. 153
Figure 4.19: First Graders Paint in Spaces .......................................................... 154
Figure 4.20: Self-Portraits ................................................................................... 159
Figure 4.21: Community Artwork ....................................................................... 160
Figure 4.22: First Grade Initial Artwork and Signage ......................................... 161
Figure 4.23: Kindergarten Kitchen Tool Artwork ............................................... 162
Figure 4.24: Art Gift to Ms. Mitchell .................................................................. 164
Figure 4.25: Pinhole Cameras ............................................................................. 169
Figure 4.26: Boy Photographer at Skate Park ..................................................... 170
Figure 4.27: Fifth Grade Self-Portrait ................................................................. 171
Figure 4.28: Fifth Grade Message Photographs .................................................. 172
Figure 4.29: Flyer for School Art Walk .............................................................. 173
Figure 4.30: Third Grader Painting ..................................................................... 177
Figure 4.31: Third Grade Negative Space Painting............................................. 177
Figure 4.32: Completed Third Grade Deconstructed Art .................................... 178
Figure 4.33: Sixth Grade Blind Trust Walk ........................................................ 183
Figure 4.34: Student with Wet Plaster on Face ................................................... 184
ix

Figure 4.35: Completed Plaster Masks ................................................................ 185
Figure 4.36: Feelings Wheel................................................................................ 186
Figure 4.37: Sixth Grade Feelings Journal .......................................................... 187
Figure 4.38: Data Visualization Ms. Mitchell ..................................................... 189
Figure 4.39: Data Visualization Mr. Moll ........................................................... 197
Figure 4.40: Director’s Note................................................................................ 199
Figure 4.41: Director’s Note................................................................................ 200
Figure 4.42: Data Visualization Ms. Dykshorn ................................................... 206
Figure 4.43: Geese Poster .................................................................................... 208
Chapter Five
Figure 5.1: Cycle of Care for Affective Arts ....................................................... 246
Appendix A
Figure 2.1: Timeline of Arts Education in the U.S.............................................. 271
Figure 3.5: Word Cloud, Ms. Linderman ............................................................ 272
Figure 3.6: Word Cloud, Ms. Bass ...................................................................... 273
Figure 3.7: Word Cloud, Ms. Mitchell ................................................................ 274
Figure 3.8: Word Cloud, Mr. Moll ...................................................................... 275
Figure 3.9: Word Cloud, Ms. Dykshorn .............................................................. 276
Appendix E
Figure 4.44: Written Response, Ms. Linderman. ................................................ 277
Figure 4.45: Written Response, Ms. Bass ........................................................... 279
Figure 4.46: Written Response, Ms. Mitchell ..................................................... 280
Figure 4.47: Written Response, Mr. Moll ........................................................... 281
Figure 4.48: Written Response, Ms. Dykshorn ................................................... 282

x

Chapter 1: Introduction
If all meanings could be adequately expressed by words, the arts of painting and music
would not exist. There are values and meanings that can be expressed only by
immediately visible and audible qualities, and to ask what they mean in the sense of
something that can be put into words is to deny their distinctive existence.
(Dewey, 1934, p. 77).
Introduction
I have always been drawn to the stories of artists. Who were they? What did they
believe? What were their personal accomplishments? Not necessarily the ones hailed by
historians and scholars, but I wonder what brought them personal satisfaction. I want to
befriend historic masters of art, music, and theater, and with their friendships gain access
to their personal thoughts and dreams. Centuries separate my lifetime from those of my
historic friends, and yet we still have complex conversations through their enduring work.
These conversations play out like a correspondence between pen pals. Instead of
traveling over a network of airplanes, boats, or trucks, their messages have traveled to me
over a network of time. All artists have a story to tell, some in bold clear voices, while
others prefer to hide their messages somewhere in between the brush strokes, harmonic
figures, or spoken lines. To be an artist, one does not need to be a professional, one just
needs to participate within the act of creative expression, at any age. Art is exhibited in
1

museums and upon impressive stages and music halls, and it is also exhibited in the
hallways of elementary schools and on the stage located within a converted elementary
school gym.
If one considers the work of children to indeed be works of art, it then seems
important to ask the following questions: How does an elementary student start to feel
like an artist? How can elementary arts teachers help their students to find a medium
through which they can express their own thoughts and feelings? As a thought
experiment, I asked my younger self how she came to form a relationship with the arts.
For as Dewey rationalizes (1934), “When excitement about subject matter goes deep, it
stirs up a store of attitudes and meanings derived from prior experiences” (p. 68). The
muses of art first spoke to me through music. Most of my powerful memories play in my
mind with a soundtrack. My dad speaks of watching me as a baby as I gleefully bounced
up and down bracing my wobbly self on my grandfather’s Hammond organ, enchanted
by the music as he played. I have a vivid memory of walking into my first music class in
kindergarten powerfully aware of a piano in the room. Another memory transports me to
a Sunday morning, sometime around my sixth year, when my mom took out the hymnal
at church and showed me how to read the music. I was instantly hooked, counting the
minutes until the singing of the next hymn. I was introduced to the clarinet when I was
ten-years old, and the clarinet has been a part of my self-identity since. My clarinet
accompanied me through school: as I completed my elementary education, navigated my
middle school years, marched my way through high school, and it moved with me to
college. Through my clarinet I met my husband (also a clarinet performance major) and
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we formed a family. Now I have the enormous privilege of playing clarinet duets with my
sons. For me, the clarinet has become an embodiment of love.
Music can be an expression of love or a statement of other powerful emotions.
When played for fun, my clarinet brings a euphoric joy, a calming of my nerves, and a
quaking of my heart. There have been countless times when played for growth, my
clarinet became a measure of my self-worth, a measure of my ability or lack of ability,
and my own identity as a musician. When loved deeply, a commitment to practice for
technical growth can bring more pain than joy, more suffering than relief. And yet,
without this musical dialectic of spiritual irritant and balm, a musician would stagnate. A
musician needs the soothing of play after suffering through practice. Just as importantly,
without the commitment to hard practice, a musician would never appreciate their time of
free play, where what used to be hard is now a joyous movement of fingers, a gentle
controlling of breath, and a personal utterance of love. Through the study of music, I
formed my identity, first as a student and then as a music teacher.
Music opened my eyes to the countless modes of expression woven into all forms
of artistic creation. While music served as my guide into the realm of art, the other
embodiments of expression are equally capable guides. Dewey agrees, “whether a
musician, painter, or architect works out his original emotional idea in terms of auditory
or visual imagery or in the actual medium as he works is of relatively minor importance”
(1934, p. 78). To have a relationship with the arts is a personal endeavor, and one must
first connect with their suitable guide, be it dance, photography, drawing, or something
else entirely. Elementary educators have the immense responsibility of introducing
society’s youngest students to their own personal guides. These educators are accountable
3

to opening the realm of art and encouraging their students to begin a life-long journey
exploring its domain. It was my own persistent wondering of how to broker personal
connections between elementary students and the vast genres of art that led me to the
creation of this dissertation.
Research Problems and Significance
Meaning can be expressed through multiple forms of representation, be it through
the written word, painting, sculpture, or music. Elliot Eisner believed that education
“ought to help the young learn how to create their own meanings through these forms.
Schools cannot accomplish these aims unless the curriculum they provide offers students
opportunities to become, for want of a better term multiliterate” (Eisner, 1994, pg. 19).
Nel Noddings advocates for subjects to:
be laid out along the entire range of human experience so that students may make
multiple and potentially meaningful contacts with it…(revealing) both personal
and cultural aspects of the subject. In means, also, an increased emphasis on
biography and the meaning of the subject in individual lives. (1984, p. 191)
Performing and visual arts classes provide opportunities for students to become both
multiliterate and to make connections with the subject of individual lives, including their
own.
This dissertation will rely on the Oxford English Dictionary’s definition of art:
“Any of various pursuits or occupations in which creative or imaginative skill is applied
according to aesthetic principles…the various branches of creative activity, as painting,
sculpture, music, literature, dance, drama, oratory, etc.” (“Art,” 2008). Furthermore, this
paper will utilize the word “arts” to indicate any visual or performing art, inclusive of,
but not limited to, the forms of arts often present in public K-12 schools. All forms of art
4

require higher levels of thought, an understanding of the parts in relationship to the
whole, judgment to compensate for the deficiency of rules, acute observation, precision,
and detail (Van Tassel-Baska, Buckingham, & Baska, 2009). In short, “the arts teach us
to really see how small differences can have large effects” (pg. 248). Creativity and
individuality are encouraged in arts classes, where they may be discouraged in subjects
with traditionally “right” and “wrong” answers. While ingenuity is considered a virtue
within the scope of arts education, in “spelling it is considered a vice” (Eisner, 1994, pg.
57). However, as Eisner notes, it is this very lack of highly formalized rules that opens
unlimited opportunities for personal expression and cultivation of individual creativity.
Students arrive at school every morning, quietly bringing with them complex
self-narratives and cultural understandings. It is easy for those individual backgrounds
and needs to go unnoticed by peers and teachers unless students are taught the tools
necessary for tapping into and sharing these pillars of self-identity. The very personal
ways that people identify themselves can have great impact on the ways they view and
experience the world. K-12 students are actively engaged in the process of forming and
understanding their own identities. Adolescent identity formation is related to parts of
their school experiences, while some experiences are shaped through an adolescent’s
personal identity (Erentaité, Vosylis, Gabrialavičiūtė, Raižienė, 2017), resulting in an
important binary interaction. A person’s identity may seem obvious and, on the surface,
as though they wear it like a piece of brightly colored clothing. However, a person may
choose to keep their self-identity hidden, like a private undergarment, obscuring the true
foundation of their personal identity. Personal identities impact the ways someone sees
the world, whether they decide to make their personal truths public, or to keep them
5

closely guarded and private. Students should have opportunities to express their identities
as they are forming them, and this is something arts courses can provide. When
experiencing art, students are going to have varying points of views and opinions. Cross
agrees, saying “no two people can have the exact same understanding of any situation or
construct” (2011, pg. 135). The arts by design are open to interpretations and live in the
axiological world of grey. Arts classes have the capability of allowing students to
communicate their own stories and emotions and to learn how to receive the stories and
emotions of others. It is within this continuum of understanding that arts teachers can
help their students connect with the arts.
This paper will utilize the word “affective” to discuss the emotional components
of the arts. The adoption of this term is in alignment with the Oxford English
Dictionary’s first definition for the word: “of or relating to the affections or emotions,
esp. as contrasted with the intellect or rational faculty; emotional” (“Affect,” 2008)
Through this dissertation, it is my intention to see how elementary arts teachers help their
students to connect with performing and visual arts through the arts’ affective
components.
A critic may accuse this study of having the intention of substituting the work of
therapy or psychologists. This could not be further from the truth. Most educators are not
properly trained to demonstrate the skills necessary to act in this capacity. The intention
of this study is akin to what Parker Palmer champions: “What I want is a richer, more
paradoxical model of teaching and learning than binary thought allows, a model that
reveals how the paradox of thinking and feeling are joined—whether we are comfortable
with paradox or not” (2017, p. 66). The research of Nel Noddings is particularly pertinent
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here. As she posits, “it is not practical to cover curriculum if it is likely that students will
forget most of what is covered, and that seems to be what often happens today. As most
subjects are taught today, students have little reason to remember what they have
‘learned’” (Noddings, 2015, p. 235). Making the assumption that teachers want to see
their students retain knowledge from the lessons they provide, then it seems imperative to
find ways to help students to personally connect with the educational material, weaving
the material into the unique tapestries of each individual student. Dewey asserts that all
adults asses the value of experiences based on the knowledge and beliefs gained from
their past experiences, having learned the rules they use to assess these values (2019, p.
131). However, Dewey continues his dialogue by warning his reader that values and rules
that have been drilled in as judgment standards may be inaccessible for a student as she
leaves the classroom and begins to assess her own world. In effect, these standards have
become “merely symbolic, that is, largely conventional and verbal” (Dewey, 2019, p.
131). This conundrum raises the question, how does an educator (and in the case of this
specific study, an elementary arts educator) ensure the lessons they are teaching become a
lasting part of their student’s way of knowing their world? Dewey saw value in a lesson
that becomes a lasting part of a student’s outlook. For example, “a youth who has had
repeated experience of the full meaning of the value of kindliness toward others built into
his disposition has a measure of the worth of generous treatment of others” (2019,
pp.131-132). Noddings takes this belief a step further by stating, “We must take public
responsibility for raising healthy, competent, and happy children…the school cannot
achieve its academic goals without providing caring and continuity for students” (2005,
p. 14). Noddings furthers her position by championing what she refers to as “caring
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relationships” between the teacher and his students. According to Noddings, a caring
relationship requires the participation of two parties, the “carer” and the recipient of care.
Within a classroom setting, the teacher fulfills the role of carer and the students are the
recipients of care:
Our motivation in caring is directed toward the welfare, protection, or
enhancement of the cared-for. When we care, we should, ideally, be able to
present reasons for our action/inaction which would persuade a reasonable,
disinterested observer that we have acted in behalf of the cared-for. (Noddings,
1986, p. 23)
Noddings believes that once a teacher and his students create a caring relationship,
information will be effectively exchanged between them and deeper leaning can be begun
(2005).
Upon examination of these intersecting themes, two main research problems
present themselves. The first research problem is that arts programs are often viewed as
superfluous and in times of budget crises find themselves placed in the precarious
position of having to justify their funding. Additionally, teachers whose arts programs
that remain in the schools find:
the curriculum gets narrowed as school district policies make it clear that what is
to be tested is what is to be taught. Test come to define our priorities…One of the
areas that we marginalize is the arts, an area that when well taught offers
substantial benefits to students. (Eisner, 2001, pp. 368-369)
When arts programs are cut or restricted, students who cannot afford private arts
education are left without an opportunity to receive a fully robust education. The arts
express what is seen and heard, but they also depict what is felt. Students who are denied
an arts education lose out on this great opportunity for personal growth.
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The second research problem is: how do performing and visual arts teachers make
their classes personally relevant for students? Arts courses have the possibility of helping
students empathize with artists and the messages they are expressing through their work,
making personal connections. Arts courses are also capable of giving students the
opportunity express their own emotions and stories. UNESCO (2006) called for ongoing
evaluation of the emotional impact of arts education, which leads to the purpose of this
study.
Purpose of Study
Studies are needed to investigate affective components of performing and visual
arts curricula for elementary students, and to serve as a guide for teachers who are
looking to implement an affective component within their arts programs. This study
aimed to illuminate the work of elementary educators that teach performing and visual
arts with an affective element. The goals and curricula of different arts education
programs around the nation are far from uniform. This research does not aim to create a
new arts curriculum or argue the value of one curriculum over another. In philosophical
agreement with Eisner, this study does not look to justify the inclusion of arts within the
general curriculum. For the “justification of the arts is made primarily on extra-artistic
ground, and field or activity that could make similar claims would have just as much
claim to attention in the school as the arts. That argument is a very slippery rock on
which to build our church” (Eisner, 2002, p. 234). Instead, the study looks to investigate
ways performing and visual arts educators can augment whatever arts curricula they are
currently using by adding an affective component. Positive emotional experiences make
students desire to continue participation, and this kind of learning can be transcendent
9

even joyful. “The upshot of joy in learning is that students may desire to keep on learning
that particular subject. Perhaps they will become lifelong learners in that area of study”
(Uhrmacher, 2009, p. 630). Dewey would almost certainly agree with Uhrmacher, for
Dewey stated: “When excitement about subject matter goes deep, it stirs up a store of
attitudes and meanings derived from prior experience” (Dewey, 1938, p. 68). I believe
that in helping students to make emotional connections to the arts, teachers are
facilitating the creation of a meaningful connections for students to the arts.
Teachers are on the frontline of axiological battles. Policy implementations pass
value judgements about topics that are deemed worthy of the school day’s limited hours.
Yet, some teachers can masterfully infuse their lessons with an additional layer of
curriculum, a subtext born from their desire to help students form a connection between
their lives and the subject they are studying. If each mandated subject of the school day
was stacked on top of each other like layers of a cake, this extra axiological content
would be the icing that encircles the layers, binding them together and adding an enticing
sweetness to the unified whole. This study will utilize the proposed term “augmented
curriculum” to discuss the axiological icing.
Through classroom observations and interviews, the study aimed to discern
themes and highlight teaching techniques that emerge naturally from affective-minded
educators who teach elementary performing and visual arts. I drew on qualitative data
collected during classroom observations, semi-structured interviews, and artifacts.
Specific attention focused on what Elliot Eisner refers to as “school ecology.” Eisner’s
school ecology provides a framework to guide observations and interviews, and
specifically looks at curriculum, pedagogy, school structure, evaluation, and intention. In
10

addition, researchers may elect to modify Eisner’s ecology model to fit the needs of their
research (Uhrmacher, Moroye, & Flinders, 2017). This study utilized Eisner’s original
five aspects of school ecology while also adding a sixth quality based on Nodding’s ethic
of care. Data was collected through observations, interviews, and collection of
documents. Observations took place within one week of full-time intensive observations
within each classroom. Semi-structured interviews of each participant took place before
and after their week of observation. Documents collected included, but are not limited to,
photographs of classrooms and student artwork, lesson plans, and teaching resources. The
planned observations of two teachers were rendered impossible by the closing of public
schools due to the COVID-19 outbreak. Instead, these two participants agreed to longer,
more in-depth interviews so their teaching could remain a part of this study.
The intended audience for this study is educational professionals, specifically
teachers and administrators who implement arts lessons and make curriculum decisions,
as well as individuals who work in teacher preparation programs. As Eisner wisely
teaches, “a vivid portrait of excellent teaching…can become a prototype that can be used
in the education of teachers or for the appraisal of teaching. Because qualitative writing is
often vivid and concrete, its capacity for generating images is particularly strong”
(Eisner, 2017, 0p. 199). It was my intention to find exemplars on which future elementary
arts teachers can build lessons with an affective augmented curriculum.
The qualitative research method of educational criticism and connoisseurship
(ECC) was used for this study. The primary intention of ECC is to bring improvements to
the education process (Uhrmacher et al., 2017). Educational criticism and
connoisseurship grew from the work of art critics analyzing various artistic genres, such
11

as dance, film, music, literature, and the visual arts (Uhrmacher et al., 2017, p.1).
Educational criticism and connoisseurship’s emergence from the arts provides a
foundation that facilitated the nuanced observations required to notice the subtle
interactions of the teachers and students within the setting of an elementary arts
classroom. Educational criticism and connoisseurship allows the researcher the needed
vantage point from which to appreciate the paradoxically subtle and chaotic events of a
classroom and report the important findings that have been distilled from these
observations. Eisner referred to connoisseurship as “an appreciative art” and criticism as
“the art of disclosure… providing a rendering in linguistic terms of what it is that he or
she has encountered so that others not possessing his level of connoisseurship can also
enter into the work” (Eisner, 1975, pp. 6-8). This study will focus on four primary
research questions.
Research Questions
Question #1. What are the instructional intentions of care-oriented elementary arts
teachers?
Question #2. What are the affective intentions of care-oriented elementary arts
teachers?
Question #3. How are theses intentions actualized (or not actualized) within
elementary arts classrooms?
Question #4. What is the significance of these findings for elementary schools
throughout the country?
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Data Analysis
Both visual and performing arts teachers were examined, looking for exemplary
pedagogical examples of affective education through the arts curriculum. This study
focuses on teachers working in public elementary schools within the United States.
Teachers working in elementary schools were selected because they have a unique
opportunity to work with each student as they progress through their entire elementary
education. Noddings (2005) advocates for children to have long-term continuity with
their teachers and proposes that students should stay with their same teacher for three to
four years. The continuity of teachers throughout a student’s tenure at a school is a
regular occurrence in arts classrooms around the country and it is for this reason that the
concept of care is particularly applicable to arts educators. Arts teachers in elementary
schools often have the privilege of engaging with a child from their first day of
kindergarten or first grade until they continue to the local middle or junior high school.
This study had a sample size of five teachers consisting of two visual arts
teachers, one general music teacher, one elementary band/orchestra teacher, and one
drama teacher (N = 5). Data was collected through interviews utilizing open-ended
questions, which were recorded, transcribed, and evaluated through annotation.
Additional information was gained through detailed classroom observations and field
notes, as well as through artifact collection. Classroom observations revealed the overall
organization and aesthetics of the classroom, as well as detailed vignettes portraying the
actions of teachers and interactions of the students within the classroom environment.
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Data was collected in three active classrooms, a location where educational
practice “is an inordinately complicated affair filled with contingencies that are extremely
difficult to predict, let alone control” (Eisner, 1975, pg. 6). Data collection was completed
through a wide-angle lens, aiming to observe everything happening within the classroom
environments. Data was then annotated, an alternative to coding used by educational
criticism and connoisseurship. Annotation looks beyond the isolation of phrases or
themes and instead “focuses on the relationship among them in a complete picture”
(Uhrmacher et al., 2017, p. 57). Data is refined first through descriptions and
interpretations and ultimately leading to evaluation and the discovery of what Eisner
refers to as “thematics.” Findings will be reported using individual vignettes, each
representing the four different classrooms. The vignettes were then woven together to
create a tapestry that highlights the teachers’ intentions, implementation of lessons, and
perception of the students. The vignettes are detailed as my aim was to make the reader
feel as though they have experienced the setting themselves.
Data was analyzed through the conceptual framework of Elliot Eisner’s four
interrelated elements of description, interpretation, evaluation, and thematics (Uhrmacher
et al., 2017), referred to with the acronym DIET. Descriptions are thick and detailed, with
the aim of making the reader feel as though they are physically in the location being
studied. The quality of these descriptions calls on the use of the researcher’s five senses.
Through interpretation, the researcher examines the meanings and importance of the
events that are described. The utilization of this method often requires that both the data
collection and the analysis happen at the same time. Evaluation looks for the educational
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significance of the events, and this leads to the development of thematics, or the
generalizability of the social science research.
Strengths and Limitations of the Study
Educational connoisseurship and criticism has close associations to arts education
and naturally lends itself to this style of study. One of the critical aims of this study was
to identify potential benefits of utilizing an affective component in conjunction with an
established performing or visual arts curriculum, and to highlight methods that help
students form a personal relationship with the arts. As Eisner (2017) explains, “The word
connoisseurship comes from the Latin cognoscere, to know. In the visual arts, to know
depends upon the ability to see, not merely to look. Criticism refers to the process of
enabling others to see the qualities that a work of art possesses” (p. 6). This study allowed
a thorough evaluation of participating educators and their classroom environments, by
utilizing my past experiences and knowledge about arts education and pedagogy.
Collected data was interpreted and evaluated, ultimately resulting in the generation of
emerging themes, which were then shared through the criticism process with other
educators and scholars. Validity was addressed through structural corroboration or
looking at the whole picture. When the “data collected and presented validate each other;
the story makes sense” (Uhrmacher et al., 2017, p.59).
Taking inspiration from the scholarship of educational philosopher John Dewey,
the structure and aims of this study sought to embark upon the formation of a new
pedagogical view of elementary arts education. Through investigation, this study hopes to
illuminate the practice of elementary arts teachers who teach with an affective
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component, and through this insight, provide examples for arts teachers who would like
start teaching affectively.
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Chapter 2: Historical Overview and Review of the Literature
Painting is just another way of keeping a diary.
-Pablo Picasso

Through the following exploration of the literature, I aim to investigate the unique
strengths of fine arts courses in affective expression. This dissertation focuses on
elementary visual art, music, and theater, so this literature review will also investigate
visual art, music, and theater education. There are four principle goals of this review.
First, this chapter will look at the evolution of arts inclusion within public schools in the
United States. Second, there will be a brief discussion of some key philosophies of arts
for emotional expression. The review will then discuss the conceptional basis of this
study, including both Dewey’s views of holistic relationships within a holistic world and
the ethic of care as proposed by Nel Noddings. This chapter will also include a brief
discussion regarding the research-based approach to perceptual learning known as the
acronym CRISPA.
Evolution of Arts Education in the United States of America
Objectivism, a mode of knowing the world without the influence of emotions or
personal opinions, dominates education today. Therefore, visual and performing arts
classes are lower on the totem pole of academic subjects (Palmer, 2017). Historically,
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however, this has not always been true. This essay will now give a brief history of arts
within public schools in the United States.
Ancient Greece. The inclusion of arts education within the general curriculum
can be traced to ancient Greece. Plato felt it was crucial to teach appropriate songs to
children, believing “the ability to feel delight and pain in the appropriate way can be
developed by teaching children those melodies and rhythms that have been decided by
the wise men of the city to be the appropriate ones for children’s education” (Stamou,
2002, p. 5). Vocal music education served as a pillar in Plato’s envisioned ideal city,
feeling the aim of musical training “is not musical expertise but the cultivation of the
soul” (Stamou, 2002, p. 7). In stark contrast to Plato’s encouragement for music are his
philosophical objections to theater. Plato feared the imitation of unsuitable characters
could lead to the infection of the character’s flaws onto the actor himself. Furthermore, a
play could continue its unvirtuous reach into the audience, leading to problems for the
individual and the state (Coggin, 1956). For several centuries after Plato voiced his
objections, drama was excluded from education (Bolton, 2007, p. 46).
The Middle Ages in Europe. Arts education continued to evolve into the Middle
Ages. Music education centered around liturgical singing, and took place within either
monastery, cathedral, or parish schools. Once music notation was invented, the emphasis
of music education shifted to music reading (Mark, 2008). Charlemagne was crowned
Emperor of the Holy Roman Empire on Christmas Day, A.D. 800. Charlemagne
instituted an educational system aimed at uniting the more educated Roman citizens with
the rest of his empire. His Capitulary of A.D. 789 reads: “Let every monastery and every
abbey have its school, where boys may be taught psalms, the system of musical notation,
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singing, arithmetic and grammar” (as cited in Coggin, 1956, p.39). In the tenth century,
the Catholic church first introduced drama through its Monastery schools. Drama
eventually gained general favor in the mediaeval/early renaissance eras in different parts
of Europe: Miracle plays for the illiterate, Roman scripts to learn Latin in the humanistic
schools of Northern Europe, and the use of Shakespearean texts for rhetoric in English
schools (Bolton, 2007). Jesuit schools towered in European education during this era, and
they were known for their Aristotelian love of theater. However, despite the popularity of
theater within the Jesuit sect, the Catholic Church continued to disapprove of drama.
Early Modern History. Martin Luther started the Protestant Reformation in 1517
with the posting of his Ninety-five Theses. Luther was a musician and composed
liturgical music for use during church services. It was important to Luther that children
receive musical training from musicians, and this belief led to the inclusion of music
within the curricula of schools established under his religious philosophies (Mark, 2008).
Drama was a part of the curriculum of almost every European school by the second half
of the sixteenth century and continued to gain strength when schools reintroduced the
ancient dramatists (Coggin, 1956) within the context of a renewed Humanist emphasis on
the art of speaking and the Latin language (Courtney, 1989). School productions of plays
became common and Tudor schools became renowned for their theatrical and singing
practices.
Spanish conquerors brought music to Mexico to aid in the religious conversion of
the indigenous peoples. Cortéz specifically brought a music teacher, Pedro de Gante, to
aid in the spreading of Spanish culture. In 1540, Francisco Coronado brought music
educator Juan de Padilla into what is now New Mexico to help convert the indigenous
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people. The Franciscan bishop of Mexico City, Juan de Zumárraga wrote, “Indians are
great lovers of music, and the religious who hear their confessions tell us that they are
converted more by music than by preaching, and we can see they come from distant
regions to hear it” (as cited in Mark, 2008). Music was already an important part of Aztec
education, pre-dating the Spanish arrival. Music proved to be a powerful tool for Spanish
missionaries and as such was made an important component of the conversion and
educational tactics of the Franciscans, Dominicans, Augustinians, and Jesuits, becoming
an important part of their schools (Mark, 2008). The arrival of the French in the 17th
century brought music education to Canada and along the Mississippi River as they too
discovered the power of music for the conversion of native populations. European
colonists brought their musical tastes with them to the colonies and music was taught in
the first schools they opened (Mark, 2008). However, the start of music education as
would be recognizable today, began within the English colonies of New England and the
arrival of the Pilgrims and Puritans.
It would be a mistake to assume arts education was not happening before it was
implemented within the public-school system. It is also important to acknowledge nonEuropean art traditions that occupied the land long before European settlers imposed
themselves onto the continent. Additionally, in Western cultures, education through
apprenticeships of craft continued into the nineteenth century (Smith, 1996). However,
this report aims to investigate the evolution of visual and performing arts in the publicschool systems of the United States, and to do so, it is important to start with arrival of
the Pilgrims to North America. The political rise to power of the Puritans in England saw
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the end to drama in English schools (Bolton, 2007), and the Puritans brought their beliefs
with them when they arrived in North American.
Early American Schools. The curricula of early American schools were devoid
of all arts instruction. Both the Pilgrims (who first landed in Plymouth in 1620) and the
Puritans (who arrived ten years after the Mayflower landed in Plymouth) found simple
survival occupied most of their time, and a decline in some cultural practices resulted
(Mark, 2008). Additionally, some of the early settlers of New England were suspicious of
music due to its ability to provide feelings of pleasure (Birge, 1987). A resulting sharp
decline in the quality of church singing led authorities to establish institutions called
singing-schools in the early 1700s. Specific “data regarding the formation of singingschools…[is] scanty and meager” (Birge, 1987, p.9). However, it is known that singingschools were initially established to help liturgical singing improve, and although they
were not a part of the public schools, they were the only substantive means of music
education for the masses.
Vocal music instruction was the first genre of arts education to become a part of
the public-school curriculum. Early advocates for music education focused most of their
attention on its practical value and gave minimal attention to the inherent aesthetic values
music education would provide (Birge, 1987). Seventeenth century Germany saw music
education stretching from elementary level students onward, and it was German music
education that would later influence American schools in the nineteenth century (Mark,
2008). Early music education advocates exalted the curricula of Switzerland and
Germany, both of which included music education within their school structures. One
such advocate was Calvin E. Stowe, a special investigator into educational methods of
21

public schools in Ohio, and as a part of his duties he was sent to Germany, France, and
England to study their educational systems. Included within his 1836 report were the
following paragraphs concerning German instruction:
The universal success and very beneficial results with which the arts of drawing
and designing, vocal and instrumental music, moral instruction and the Bible have
been introduced into the schools was another facet peculiarly interesting to me—I
asked all the teachers with whom I conversed, whether they did not sometimes
find children who were actually incapable of learning to draw and sing.
I have had but one reply, and that was that they found the same diversity of
natural talent in regard to these as in regard to writing, reading, and other
branches of education, but they had never seen a child that was capable of
learning to read and write who could not be taught to sing well and to draw
neatly, and that, too, without taking any time which would at all interfere with,
indeed which would not actually promote his progress in other subjects. (Stowe,
as cited in Birge, 1987, pp. 63-64)
In 1836 a favorable report was also presented to the Boston school board encouraging the
inclusion of music education within the curricula of all public schools. The same year
saw the citizens of Boston submitting two petitions to the Boston School Committee
requesting the inclusion of vocal music in the school curriculum. On August 28, 1838,
music was officially included in the curriculum by public authority, marking the first
official mandate for arts education in public schools within the United States. In these
early years, music instruction was conducted almost entirely by music specialists, and
this continued over the next four decades. After the Civil War, grade-school teachers
started instructing music to their young students themselves, and beginning around 1885,
the responsibility for music instruction fell primarily to classroom teachers (Birge, 1987).
Drawing was introduced to some Massachusetts schools in the 1820s; however, it
was the work of Mann, Fowle, Barnard, and Alcott that kindled the first significant
introduction of visual art education within the United States (Macdonald, 1970). The first
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major introduction of visual arts education in the United States was a result of education
authorities looking to the educational systems of Germany, Switzerland, England, and
Prussia (Macdonald, 1970). Horace Mann, the creator and first secretary of the
Massachusetts State Board of Education, was responsible for the first major attempt to
gain government implementation of visual arts education in the United States (Smith,
1996). In 1834 Mann toured through Europe, examining the different educational systems
within the continent. Upon returning home, Mann published a report on Peter Schmid’s
system of drawing instruction from Prussia. Mann successfully introduced drawing into
Massachusetts grammar schools in 1848. Mann used three tenets to argue for the
inclusion of drawing in the curriculum of his day: drawing would improve handwriting,
drawing was a valuable skill for industry, and it was a means to good morals (Efland,
1990).
By 1869, the State Board of Massachusetts offered free drawing instruction for
towns with populations over 5,000. The Massachusetts Free Instruction in Drawing Act
of 1870 is reported to be the official beginning of visual arts education in the United
States (Smith, 1996), and in 1871 the State Board of Massachusetts mandated drawing in
all common schools. The inclusion of drawing within the curriculum was heavily backed
by citizens who were concerned with large import bills for patterned or designed textiles.
Indeed, commerce and industry would continue to be highly influential within visual arts
education. The National Association of School Superintendents passed a resolution in
1879 supporting the inclusion of industrial drawing as a core curricular component in all
grades (Macdonald, 1970). After 1870, Twenty-two cities joined Boston by adding
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drawing to their curricula, and by 1884 most cities within the United States had mandated
drawing instruction within their public schools (Macdonald, 1970).
20th Century Schools. The dawn of the 20th century saw the rise of the
progressive education movement, with a focus on education gained through experience
rather than with books alone. John Dewey was a huge proponent for arts education.
Dewey felt art “enables us to share vividly and deeply in meanings to which we have
been dumb, or for which we had but the ear that permits what is said to pass through in
transit to overt action” (as cited in Nakamura, 2009, p. 430). Dewey felt art should not be
viewed as an educational luxury, and instead championed for art to play an important part
in development. Dewey saw the emergence of emotion as an important reason for
personal participation within the arts. Nakamura (2009) explains, “When emotion is
transformed into a sense of meaning, the quality of the emotion is enhanced as
appreciation of value. This enhancement leads to a refinement of personality” (2009, p.
431). Within the progressive educational shift towards experiential learning, instrumental
music education (Mark, 2008) and drama education grew (Bolton, 2007). Instrumental
music was believed to “lead to character development, healthy leisure activities, and
socialization. It also promoted democratic values and citizenship through participation in
civic events and playing patriotic music. These benefits resonated with progressive goals”
(Mark, 2008, p. 124). 1924 saw the establishment of the American Laboratory Theater in
New York. Here, improvisation was initially used to help actors to get in touch with their
characters through personal inward journeys. Later, improvisation was used to help actors
to breakdown any personal barriers. “Dramatics” was introduced as a school elective in
Evanston, Illinois in 1924 (Bolton, 2007). Revolutionary was the idea that drama was
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now “taught” and not “used,” giving the freedom for students to act and write their own
plays. Pioneering New Yorker Nellie McCaslin began training teachers around the world
in how to help students to create their own dramatic pieces based off their own lived
experiences. Winifred Ward published Creative Dramatics in 1930, which went on to
become a foundational book within theater education (Courtney, 1989), helping to win
her the moniker, “The Mother of Creative Drama.” Progressivists saw the visual arts as a
means of helping students secure understandings of their worlds. Both Dewey and Parker
feel arts should be taught in tandem with other subjects and not within isolation
(Macdonald, 1970).
Foci of curricula shift as societal concerns and/or needs change. For example, the
Great Depression saw social concerns becoming a priority in art education. Art was
appreciated for its strengthening of the community and enhancement of personal lives
(Efland, 1990). World War II saw a shift of artistic priorities to that of defending and
preserving democracy and Western culture. Using art as a personal escape was no longer
socially acceptable and protecting “political freedom required giving up certain forms of
artistic expression” (Efland, 1990, p. 231). Viktor Lowenfield published Creative and
Mental Growth in 1947, and this book became the most pervasive book in post-World
War II art education (Efland, 1990). Lowenfield argued for the growth of creativity and
sensitivity as the primary aims of art education. These influential ideas will be discussed
in greater details in the next section of this essay.
Influence of the Cold War. The Soviet Union launched Sputnik, the first manmade satellite, in 1957. Competition with and fear of the Soviet Union resulted in a
massive restructuring of American curricula, requiring arts education to defend its place
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within the school day (Efland, 1990). Arts educators began to defend their subjects in two
primary ways: first by championing the creative problem-solving skills found within arts
lessons, and second by joining the curricular reform movement based on the structuring
of disciplines (Efland, 1990). As the disciplines began to form, a hierarchy emerged
where some studies claimed the status of discipline while others were relegated simply as
subjects (Effland, 1990). The arts faced the challenge to claim discipline status in order to
keep their place within the curriculum. The American Association of School
Administrators published the following statement in 1959:
We believe in a well-balanced school curriculum in which music, drama, painting,
poetry, sculpture, architecture and the like are included side by side with other
important subjects such as mathematics, history, and science. It is important that
pupils, as a part of general education, learn to appreciate, to understand, to create,
and to criticize with discrimination those products of the mind, the voice, the
hand, and the body which give dignity to the person and exalt the spirit of man.
(American Association of School Administrators, as cited by Mark, 2008, p. 139)
Despite the sentiments expressed in the 1959 endorsement quoted above, the launching of
Sputnik shifted the American expectation of education to the development of defense
(Smith, 1996). The federal government became acutely entrenched in education for the
first time and educational research saw a large leap of funding through grants (Mark &
Gary, 2007). The American people were mostly concerned with the improvement of
teaching in the core subjects of math, science, and language arts, and all arts education
received less time and attention (Mark & Gary, 2007). Additionally, the newly emerging
technological society needed young students to develop ways of seeing relationships
between understandings, and no longer the simple ingesting of facts (Mark, 2008). 1960
saw the publication of Jerome Bruner’s book, The Process of Education. The ideas held
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within the bound pages of Bruner’s book were very influential on curriculum
development, including the development of arts curricula (Mark & Gary, 2007). The
conceptual approach to learning had students focusing on the important fundamentals of
the arts opening an opportunity for students to discover meanings within a work of art.
Through the 1960s and 1970s, public education continued to adapt within the context of
the Cold War, arguably to the detriment of overall school quality (Mark & Gary, 2007),
each arts education discipline continued to evolve and shift with the changing times.
20th Century Music Pedagogy. In music education, the 1950s and 1960s saw the
introduction of new approaches, several of which were influenced by the work of the
Swiss musician Emile Jaques-Dalcroze. The movement based upon Jaques-Dalcroze’s
work, called Eurhythmics, emphasizes tone and rhythm through the use of movement
(Mark & Gary, 2007). While this movement was never mainstreamed in American
classrooms, many teachers have studied his work and incorporated elements within their
teaching (Mark & Gary, 2007). German music educator Carl Orff was highly influenced
by the work of Jaques-Dalcroze. Orff published a five-volume work, entitled Music for
Children, between the years of 1950 and 1954. Orff’s method, Schulwerk, incorporates
movement, movement, drama, and speech to duplicate the natural phenomena of
children’s play. Schulwerk was adopted in both public and private schools throughout
North America, and contemporary music educators continue to earn certifications in his
curricular model and instructional methods.
Hungarian composer and music educator Zoltan Kodály grew concerned over the
weaning musical literacy of twentieth-century Hungary, and believed it was the
responsibility of Hungarian schools to solve the problem. Kodály felt “music education
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should teach the spirit of singing to everyone and should educate all to be musically
literate,” bringing music into everyday lives outside of school, and to create an educated
music audience (Mark & Gary, 2007). The Organization of American Kodály Educators
was formed in 1974. Elements of the Jaques-Dalcroze, Orff, and Kodály methods were
incorporated “into the eclectic American music curriculum and enriched it” (Mark &
Gary, 2007, p. 440). European influences were not the only methods adopted by
American music educators. Japanese strings educator Shinichi Suzuki introduced his
method of Talen Education based on his idea of the “mother tongue method” (Mark &
Gary, 2007). Suzuki believed young children were more adept at learning complex
structures, such as language through observation, imitation, and repetition. Suzuki
utilized these three elements to introduce string instruments to children at very young
ages. Suzuki was able to train four- and five-year olds to play professional-level music
(Mark & Gary, 2007). American music educators were first introduced to Suzuki’s
method when they viewed a film at a meeting of the American String Teachers
Association that showed 750 Japanese children played the Bach Concerto for Two
Violins. Since then, the Suzuki method has made its way into public and private schools
within the United States (Mark & Gary, 2007). 1972 saw both the publication of Source
Book of African and Afro-American Materials for Music Educators by Standifer and
Reeder and the establishment of the National Black Music Caucus, after which the
practice of multicultural music education continued to expand through today (Mark &
Gary, 2007).
Aesthetic education. The word aesthetic became increasingly popular in arts
education during the 1960s. In 1966, Ralph Smith’s journal Aesthetics and Criticism in
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Art Education was published for the first time. According to Smith, the term aesthetics
refers to the philosophical practice that both performing and visual arts add depth and
breadth to their topics through the inclusion of activities that enhance the appreciation
and increase historical, and technical knowledge. Aesthetic educators aim to help
students have a transformative or meaningful experience when they meet art, such that
students “attend not only cognitively and according to rule, but with their emotions, their
nervous system, their body-minds brought new and in startling relation to the world”
(Greene, 2001, p. 6). Greene further compares the goals of art educators to aesthetic
educators, noting that “art teachers reach out for the presence of works of art, and
aesthetic educators open spaces for explorations of the materials of art.” An aesthetic
vision of arts education seeks to empower students to experience the world around them
in a more reflective way. Dewey (1934) saw “esthetic,” (an alternative spelling of
“aesthetic”) as the act of appreciation as opposed to the act of creation. Dewey found the
absence of a word linking the acts of creation and appreciation as unfortunate:
I refer to these obvious facts as preliminary to an attempt to show how the
conception of conscious experience as a perceived relation between doing
and undergoing enables us to understand the connection that art as
production and perception and appreciation as enjoyment sustain to each
other. (p. 48)
Greene acknowledges the possibility of having an aesthetic experience through daily
interactions in the world, using senses to experience both manmade and natural objects.
However, she feels artistic objects consist of special qualities that make themselves
especially tied to aesthetic experiences. Through the utilization of learned skills, students
can come to have a deeper awareness and connection with the arts. Experience brings
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even deeper connections as “the more we know, the more we are likely to see and hear”
(p. 29). Some curricular theorists disagree with Greene and feel aesthetics education can
extend beyond interactions within the art world. “If arts education is about anything, it is
about helping students become alive to aesthetic qualities of art and life in the worlds in
which they live” (Eisner, 1999, p. 148). Arguments against the aesthetic vision of arts
education could assert that appreciation of beauty is not necessary for a successful life or
future career. Aesthetics will not help a student achieve higher math scores or entice a
school board to grant further funding to arts programs. Dewey (1934) offers this retort to
opponents of aesthetics education, “The enemies of the esthetic are neither the practical
nor the intellectual. They are the humdrums; slackness of loose ends; submission to
convention in practice and intellectual procedure” (p. 42).
Contemporary art education. Elliot Eisner was instrumental in the formulation
of contemporary art education (Ross, 2005, p. 65) and is strongly associated with his
primary role in the art education reform movement of Discipline-Based Art Education
(DBAE) (Uhrmacher & Matthews, 2005). Eisner’s theoretical foundation for DBAE can
be seen in his desire to see “the contributions arts education makes to both the arts and to
life beyond them” (Eisner, 1999, p. 148). Eisner goes on to speak of four specific
outcomes he finds paramount to reaching his desired contributions from arts education:
students must know how it feels to represent their feelings and ideas artistically; the
cultivation of students’ aesthetic awareness in life and art; a connection of artistic
renderings to the culture and time of their creation; and a willingness and comfort to
work within the realms of possibilities, ambiguity, and from multiple perspectives.
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Eisner (2002) gives educational psychologist Jerome Bruner credit for providing
the theoretical vision that ultimately gave rise to DBAE. Indeed, Bruner brought the term
“scaffolding” into the world of education to explain how children build knowledge upon
their previously acquired learning. Bruner (1960) also introduced the pedagogical
concept of spiral curriculum, where students are taught specific ideas and skills
throughout their education, with early elementary lessons beginning with basic exposure
and becoming more sophisticated upon each subsequent re-visit, continuing through high
school. Eisner (2002) finds Bruner’s idea of the structure of disciplines, or “the belief that
all disciplines have a major ideas or array of ideas that enables one to establish
relationships among other ideas within that discipline” (p. 245) to have far reaching
influence within DBAE’s curricular examination of the different components coexisting
within art. However, the structures of knowledge established by Bruner have a propensity
to exclude emotional ways of knowing (Efland, 1990). This idea was further embedded
within art curricula by the work of Manuel Barkan, who was an important figure in art
education throughout the 1960s and 1970s. “Curricula that are based upon a clear frame
of reference regarding the content of subject matter areas, the creative interaction of
children with ideas, and the developmental growth of children encourage purposeful
experience in the arts” (Barkan, 1955, p. 205). Through structure and connectivity of subdisciplines, DBAE looks to give credence and rigor to arts education.
The progressivist philosophical movement was also an underlying catalyst for the
inclusion of drama in curricula, first in the 1960s in England, and then almost a decade
later in Australia, Canada, and the United States (Bolton, 2007). The desire for student
engagement and participation in learning helped to bring a tidal wave of drama education
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into the curricula. Ward’s Creative Dramatics continued within the United States with
little changes into the 1960s (Courtney, 1989). The post-Sputnik culture of the 1960s saw
changes in theater education similar to the changes seen within the other arts education
fields. Geraldine Brain Siks, a student of Ward, started to champion theater’s “processconcept structure approach” (as cited in Courtney, 1989, p. 24), helping theater to gain
discipline status.
Philosophies of Art Education and Affect within American Schools
The curricula previously discussed were all enacted in response to different
educational philosophies. This section will investigate the different American
philosophies of art education that specifically address affect (see Appendix for Table
2.1). Moravian settlers in the colonies saw music education as a pillar of their curriculum.
For the Moravians, music was essential to the development of aesthetic understandings.
One Moravian publication stated the importance of music education was not to train
professional musicians, but to “insist that music should have its sway in the whole
formation and refinement of mind and heart” (Hall as cited in Mark, 2008). The Boston
public school’s 1836 report recommending the inclusion of vocal music within the
public-school curriculum touted amongst the three utilitarian benefits moral
development:
There is—who has not felt it—a mysterious connection, ordained undoubtedly for
wise purposes, between certain sounds and the moral sentiments of man…It is an
ultimate law of man’s nature…happiness, contentment, cheerfulness,
tranquility—these are the natural effects of Music. These qualities are connected
intimately with the moral government of the individual. (School Committee, as
cited by Mark, 2008, p. 46)
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Mann argued in 1841 that “Drawing may well go hand in hand with music; so may the
cultivation of libraries and the cultivation of a taste for reading, etc. Every pure taste
implanted in the youthful mind becomes a barrier to resist the allurements of sensuality”
(as cited in Efland, 1990, p. 74). The first two music education journals came into fruition
in 1900. One of these journals, School Music, edited and published by Helen Place
included a mission statement within its first edition:
Keep its readers in touch with the best that is being done toward working out the
teaching of this subject on the masses of the new education…The music teaching
of the future will be based on this truth, that if we would find the most profitable
line for music in the schools we can do no better than to take as a guide the best
that musical experience does for men and women in actual life…The best that
music can do is to reach the heart, enrich emotional experience, and thus not only
broaden the sympathies for social life, but also create a rarer atmosphere for the
life of the spirit. This is true of school life no less that that later life for
participation in whose duties and pleasures the school aims to prepare. (Place, as
cited in Birge, 1987, pp. 145-146)
Influential music educator Emile Jaques-Dalcroze reflected on an unexpected result from
his work:
The further I carried my experiments, the more I notice that, while a method
intended to develop the sense for rhythm, and indeed based on such development,
is of great importance in the education of a musician, its chief value lies in the
fact that it trains the powers of apperception and of expression in the individual
and renders easier the externalization of natural emotions. (as cited in Mark &
Gary, 2007, p. 437)
Winifred Ward addressed the role theater education plays in emotional expression within
her 1930 publication Creative Dramatics, “Emotion is not only given an outlet in creative
dramatics but it is refined and guided into legitimate channels” (p. 10). In the 1940s,
Peter Slade, a pioneer of the “Children’s Theatre” in schools movement, began training
teachers to use his theater methodology in their classrooms. Slade built upon the
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psychological theories of play established around the turn of the 20th century and insisted
every child had a “child drama” within them. Later these ideas would be supported by the
work of Moreno, Rogers, and Maslow within the field of psychology and drama would
begin to take on a therapeutic lens (Bolton, 2007).
Advocates for using the arts as a means of self-expression follow a tradition
established by the art educators Viktor Lowenfeld and Sir Herbert Read. Lowenfeld first
published his book Creative and Mental Growth in 1947, in which he highlighted mental
as well as social-emotional growth as goals for visual arts education. Eisner (2002)
explains that both men were personally affected by the events of World War II, and both
felt the German educational system had contributed to the environment that ultimately led
to war by inhibiting the human need of creativity. Ultimately, both men believed the arts
addressed the need for creativity, and through the arts the human spirit could be freed.
They thought it was the art teacher’s job to free any obstacles in the way of their
students’ expressing their human nature. Read believed it was impossible to teach selfexpression, as any instruction in technique would hinder a student’s personal expression,
and felt it was the teacher’s role to be a guide and attendant to the student (Eisner, 2002,
p.32). In opposition, Stroh (1974) argues, “It is incongruous for us to expect to regard art
as an area where students can ‘express’ themselves and develop their ‘uniqueness’
without at the same time being able to substantiate their experience as knowledge” (p.
21). Self-expression also allows for the expression of personal emotion. Efland (1990)
proposes three “streams of influence” (p. 260) for art education: expressionist,
reconstructionist, and scientific rationalist. Efland's expressionist stream looks at the
capability of emotional expression, promoting positive mental health benefits. Lowenfeld
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(1947) also advocated the same sentiments saying, “The child who uses creative activity
as an emotional outlet will gain freedom and flexibility as a result of the release of
unnecessary tensions” (p. 7).
Ralph W. Tyler, a contemporary of Lowenfeld, saw five functions that the
inclusion of arts helped to address, and two of these functions directly tie to affective
needs. Tyler believed arts provide:
another medium for communication in addition to verbal media. There are
students who find it possible to express themselves and communicate more
effectively through art forms than through writing or speaking. (Additionally) the
making of objects in the studio and shop and expression through dancing and
through music have long been known to produce an opportunity for personal
expression and personal release from tension that is important in providing for the
better integration of some young people. (Tyler, 2013, pp. 30-31)
Educational theorist Eleanor Duckworth speaks to the power of arts to help build new
connections:
A Calder wire sculpture can draw our attention to the soulful fatness of a cow. A
museum waterflow model can indicate something about river currents. A film can
make us stop and reconsider some of our beliefs about people. A ballet can lead
us to new insights into the nature of madness. Painting, pantomime, model
building, mathematical symbols--to the extent that these have at least some aspect
of recreating, reconstructing, or representing something other than what they
themselves are—represent, for the person who creates them, something of her
understanding. (Duckworth, 2006, pp. 26-27)
Maxine Greene spoke of the transformative experience educators undergo when attending
the Lincoln Center Institute for the Arts in Education:
They explore patterns, rhythms, effort-shape, tonalities, to such an extent that
when they attend performances at the Institute or see art exhibitions, they can
attend not only cognitively and according to rule, but with their emotions, their
nervous system, their body-minds brought new and in startling relation to the
world. (2001, p. 6)
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Eisner furthers the discourse by stating the arts help people to feel what they have not felt
before and that they “are means of exploring our own interior landscape. When the arts
genuinely move us, we discover what it is that we are capable of experiencing. In this
sense, the arts help us to discover the contours of our emotional selves” (Eisner, 2002, p.
11). Furthermore, Eisner claims that children draw what they feel. If something is
important, they exaggerate it, make it bigger, more visible (2002). Eisner’s own interest
in arts education was built upon the foundation of his personal experiences as a student,
“the elementary school years for him were about the discovery of how encounters with
the arts nurtured his heart, his mind, and his humanity” (Ross, 2005, p. 67).
There is a long philosophical history connecting the arts to reasoning and emotive
expression. Jean Piaget was reluctant to distinguish between the affective and cognitive
sides of thought (Eisner, 2002). Dewey addressed the relationship between cognition and
feelings in 1934:
It is not possible to divide in a vital experience the practical, emotional, and
intellectual from one another and to set the properties of one over against the
characteristics of the others. The emotional phase binds into a sing whole;
“intellectual” simply names the fact that the experience has meaning; “practical”
indicate that the organism is interacting with events and objects that surround it.
(pp. 56-57)
Goodman, a more contemporary scholar, agrees:
emotions function cognitively not as separate items but in combination with one
another and with other means of knowing. Perception, conception, and feeling
intermingle and interact; and an alloy often resists analysis into emotive and
nonemotive components…not resting anything on elements in knowing, but rather
insisting that emotion belongs with them. (1976, pp. 249-250)
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Education professor and sociologist Sara Lawrence-Lightfoot recalls her personal
connection:
I have been drawn to the liberating and transcendent power of art—the music that
makes my hear sing, the poetry that sooths my soul, the dance that releases my
rage, the novel that takes me to distant lands and brings me home, and the
painting that offers me a new angle of vision. (1997, p. 3)
If agreement can be found under the belief that emotions, either positive or
negative, are a mode of sensitivity and that the kinds of feelings or the depth of feeling is
not a measure of a work’s cognitive efficacy (Goodmand, 1976), the questions one must
ask are: How can teachers help their students form a personal connection with the arts,
perhaps even helping to cultivate a life-long relationship? How might acting on this
philosophy look in an elementary arts classroom? Would this become one more aspect
teachers are responsible for evaluating? Or will the time required to address these needs
take away from the main objects of the arts curricula? To begin to address these
questions, this essay will now examine the educational philosophies of John Dewey and
Nel Noddings’ ethic of care
Dewey’s Philosophy and Progressive Education
John Dewey was an American philosopher and educational reformer whose
influence is still deeply woven into the fabric of contemporary American education. In
addition, Dewey was a psychologist and authored the book Art as Experience (1934) in
which he wrote about his theories on the characteristics and structures of all arts.
Dewey’s impressive background in education, psychology, and the arts warrants a deeper
dive into his work. Dewey advocated for progressive education complete with an
“organic connection between education and personal experience” (Dewey, 1938, p. 25).
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Dewey further explains that all experiences are not equal, and in fact some experiences
are what he termed as “mis-educative.” For an experience to be of quality, Dewey looks
for two aspects. First, an experience must have an “immediate aspect of agreeableness or
disagreeableness” and secondly, it must bring an “influence upon later experiences” (p.
27). Indeed, Dewey is charging educators to teach lessons that will continue to influence
the thought-practices of students well into adulthood. “The most important attitude that
can be formed is that of desire to go on learning” (p. 48). The aims of this literature
review require the pondering of this important fact a moment further. Tying this belief
within the field of elementary arts education, the connection seems clear: to make the
learning material personally relevant to the students, create experiences that will continue
to contribute to the cognition of students well into their adulthoods, and encourage a lifelong desire to engage within the arts.
What avail is it to win prescribed amounts of information…if in the process the
individual losses his own soul: loses his appreciation of things worth while, of the
values to whish these things are relative; if he loses desire to apply what he has
learned, and above all, loses the ability to extract meaning from his future
experiences as they occur? (Dewey, 1938, p.49)
Dewey astutely reminds educators that “all human experience is ultimately social:
that it involves contact and communication” (p.38). This cornerstone of Dewey’s
philosophy is a reoccurring theme in his comprehensive educational philosophy book,
Democracy and Education, first published in 1916. In this seminal work, Dewey
compares the transmission of ideas and feelings between the older and younger members
of society to the transmission of DNA and instinct from parents to offspring in biological
life (Dewey, 2019, p. 5). Additionally, Dewey believes the communication of ideas and
feelings often happens through the use of symbols (p. 8). If Dewey is correct and “all
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communication is like art” (p. 7), then the inverse should also be assumed as true. That is,
all art is communication. Continuing this line of thought, all students then need to be
taught the communication skills utilized within the arts, and because topics within the arts
often include emotions, or affect, teaching students to receive and express these emotions
is also critical.
Dewey also expounds upon relationships built with an imbalance in power, such
as the relationship between a parent and a child or between a teacher and a student. To
Dewey, if not carefully crafted, these relationships can result in unfavorable conditions.
The “(g)iving and taking of orders modifies action and results, but does not of itself effect
a sharing of purposes, a communication of interests” (p. 6). Instead, Dewey calls on
education to be “a fostering, a nurturing, a cultivating process” (p. 10). In addition, if “we
are willing to conceive education as the process of forming fundamental dispositions,
intellectual and emotional, toward nature and fellow men, philosophy may even be
defined as the general theory of education” (p. 179). Dewey’s ideas have been used to
form the basis of a contemporary learning model, which the next paragraph will explore.
CRISPA
CRISPA is an acronym that stands for the individual components of an aesthetic
learning model developed by Uhrmacher and his doctoral students at the University of
Denver (Uhrmacher, 2009). CRISPA builds an approach to instruction off of the ideas of
Dewey. CRISPA stands for: connections, risk-taking, imagination, sensory experience,
perceptivity, and active engagement (Moroye & Uhrmacher, 2018). Of particular
relevance to this study is CRISPA’s idea of connections. In CRISPA, connections refer to
the way someone connects with an idea (Moroye & Uhrmacher, 2009) and these
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connections can be made socially, intellectually, through the senses, or emotionally
(Conrad, Moroye, & Uhrmacher, 2015). Uhrmacher (2009) states emotional connections
are often the “dominant” mode of aesthetic experiences. Moroye and Uhrmacher (2009)
believe when someone makes a connection with a topic, they are forming a type of
caring. This is important within an educational setting because, “caring and connections
have a reciprocal relationship, both drawing students into the subject matter” (p. 91). The
relationship between caring and connections is important for this dissertation. To further
the discussion of this reciprocal relationship, let us now examine further the work of
educational philosopher Nel Noddings.
Noddings’ Ethic of Care
The ethic of care is “a needs- and response-based ethic” that “recognizes the part
played by the cared-for. It is an ethic of relation” (Noddings, 2005, p. 21). Nel Noddings
sees relationships as a basic ontological need for humanity. Education based on the ethic
of care goes beyond the stereotypical hierarchical relationship that holds the role of
teacher above the role of the student, as Noddings asserts that a caring relationship
requires the participation of two human beings, the “carer” and the recipient of care.
Noddings stresses that at its core, caring entails engrossment, or “an open, nonselective
receptivity to the cared-for” (Noddings, 2005, p. 15).
The notion of “feeling with” that I have outlined does not involve projection by
reception. I have called it “engrossment.” I do not “put myself in the other’s
shoes,” so to speak, by analyzing his reality as objective data and then asking,
“How would I feeling such a situation?” On the contrary, I set aside my
temptation to analyze and to play. I do not project; I receive the other into myself,
and I see and feel with the other. I become a duality…The seeing and feeling are
mine, but only partly and temporarily mine, as on loan to me. (1984, p. 30)
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Being engrossed is more than being empathetic towards the needs and feelings of
others, it involves a motivational shift. A carer must be reactive and responsive to the
needs of the care recipient, and it is the commitment to act that separates an engrossed
individual from an individual who is merely empathetic towards the needs of others.
Engrossment also involves appropriate and conscious acts, usually seen through rational
objectivity (Noddings, 1984). Through the impactful acts of the carer, the cared-for
“glows, grows stronger, and feels not so much that he has been given something as that
something has been added to him” (Noddings, 1984, p.20). Parker Palmer agrees with
this point, “To educate is to guide students on an inner journey toward more truthful ways
of seeing and being in the world” (Palmer, 2017, p. 6). Heubner also agrees, “Those who
claim to be educators must care for, indeed love, those whom they would presume to
educate” (Heubner, 1999, p. 364). Noddings stresses that to act through the ethic of care
is to act in a way to improve or protect the interests of the cared-for, and to create a space
where the cared-for is fully able to be himself. It is possible for a carer to feel guilt either
when caring has lapsed or when an accident happens during care, and so it is also critical
that the carer has courage. It is important to have courage to accept the role one has
played in an unfortunate accident, and it is important to have the courage to continue
caring (Noddings, 1984). The cared-for party needs to receive the care and indicate it has
been received, completing the cycle of care. This idea can be traced back to Dewey who
spoke of the mother-child relationship and said, “Where there is giving there must be
taking” (Dewey, 2019, p. 21). Noddings says the existence of care can be identified by
looking for evidence to answer the following questions: (1) What does this relationship
look like within the classroom? (2) Are all students willing participants? (3) How is a
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relationship of care established and maintained? (4) Do students experience a difference
within their academic and emotional growth resulting from a caring relationship? (5)
How does the concept of care directly and indirectly impact the affective needs of
students?
The structure of a student-teacher relationship is unequal by nature and necessity.
This idea can also be seen in the work of Dewey, “As the most mature member of the
group he has a peculiar responsibility for the conduct of the interactions and intercommunications which are the very life of the group as a community” (Dewey, 1938,
p.58). Teachers, as the carers, have responsibilities built into their roles that students
cannot imitate or always comprehend (Noddings, 2005). In agreement, Dewey says, “As
the most mature member of the group he has a peculiar responsibility for the conduct of
the interactions and intercommunications which are the very life of the group as a
community” (Dewey, 1997, p. 58). However, the students, acting as the cared-for, have
their own responsibilities. Students must receive and respond to their teacher’s efforts,
and this often happens in a natural way (Noddings, 2005). There are times when students
have difficulties receiving care. Noddings (2005) provides her readers with two
examples. In some cases, there is too great a cultural divide due to a student’s
unfamiliarity with the teacher’s actions, he may not understand the teacher’s actions. Or,
perhaps a student comes from a household where physical or mental abuse have been
justified as being for the child’s own good. A student coming from an abusive household
may receive the teacher’s efforts as not caring or suspicious. For reasons like these,
Noddings (2005) says it is imperative students feel safe with their teachers and that
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teachers help their students learn to be recipients of care. Ultimately, students need to
grow comfortable voicing their own needs.
Noddings (2005) proposes four major components of care: modeling, dialogue,
practice, and confirmation. In modeling, the teacher demonstrates how to care through
their actions and treatment of their students. In turn, the students also learn how it feels to
be a cared-for participant. Noddings’ concept for dialogue is akin to Paulo Freire’s
conception of dialogue (Noddings, 2005). Freire undeniably sees dialogue as existing
only within a love for people and the world, and because “love is an act of courage, not of
fear, love is commitment to others” (Freire, 1999, p. 70). This fundamental idea of
dialogue and commitment to the love or care of others is shared between these two
influential educational theorists. Dialogue needs to surpass mere conversation and
didactic teaching. Dialogues need to be open-ended and “a common search for
understanding, empathy, or appreciation” (Noddings, 2005, p. 23). Dialogue is also
important because it allows people to connect with each other and maintain a caring
relationship. As Palmer reminds his readers, “every class comes down to this: my
students and I, face to face, engaged in an ancient and exacting exchange called
education” (Palmer, 2017, p. 10). In order to care, one must have knowledge the helps
them understand what the other needs and informs their responses (Noddings, 2005).
Dialogues do not exist only within the spoken world.
A good teacher is one who can listen to those voices even before they are
spoken—so that someday they can speak with truth and confidence…It means
entering empathetically into the student’s world so that he or she perceives you as
someone who has the promise of being able to hear another person’s truth.
(Palmer, 2007, p 47)
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Helping students learn to allow their feelings and their thinking to interact in a form of
dialectic that:
will lead in a continuing spiral to the basic feeling of genuine caring and the
generous thinking that develops in its servitude. Through such a dialectic, we are
led beyond the intense and particular feelings accompanying our own deeply held
values, and beyond the particular beliefs to which these feelings are attached, to a
realization that the other-who feels intensely about that which I do not believe-is
still one to be received. (Noddings, 1984, p. 186)
The practice component acknowledges that attitudes and habits are formed over time,
through reinforced practice. The final component of care is confirmation. Through the
identification of desired character development, a student receives positive reinforcement
and attention, as “confirmation lifts us toward our vision of a better self” (Noddings,
2005, p. 25).
Noddings (1984, 2005) proposes that students stay with their same teacher for
three to four years, allowing for a deep caring relationship to form. This is not a regular
occurrence in the current public education system, as students tend to have new teachers
as they advance in grade. However, there is an exception when it comes to arts educators
in both primary and secondary educational settings. It is common for middle and high
school students to stay in performance ensembles throughout their entire school
enrollment. Elementary schools offering visual or performing arts classes typically
employ only one visual arts and one performing arts teacher, giving these educators the
privilege of staying with their students for five to seven years (depending on the grades
served within their elementary school). This long-term relationship opens the possibility
for a caring relationship that is built and sustained for the student’s entire enrollment
within the school. It is for this reason that the concept of care is particularly applicable to
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the art and music educators within an elementary school. If Eisner (2002) is correct, and
curriculum is indeed a mind-altering device, then curricula have a serious obligation to
make alterations that help students grow into emotional healthy human beings.
The Collaborative for Academic, Social, and Emotional Learning (CASEL)
identifies social and emotional learning (SEL) as the process of students learning how to
understand their emotions, regulate their emotional reactions, enter and maintain positive
relationships, make responsible decisions, and to feel and act upon empathy for others
(CASEL, 2019). Moon (2009) further details three broad categories of intrapersonal
functioning: cognitive, affective, and conative. The cognitive category refers to what
most people call “thinking,” while the affective category refers to emotions and
emotional development, and the conative category refers to issues dealing with
motivation (p.11). Van Tassel-Baska, Cross, and Olenchak’s definition of affective
learning is learning specifically related to emotions and emotional development (2009).
Noddings defines affect “as the conscious subjective aspect of experience…that is, of our
being aware of ourselves feeling” (1984, p. 132). For the sake of this study, we will use
Noddings’ definition, as the aim of the study is to focus on personal emotions and not the
social interactions that are often associated with social-emotional curricula.
Students recognize a personal transformation after they spend time within the arts.
Kessler quotes an anonymous student as saying,
There is something that happens to me in pottery class—I lose myself in the
feeling of wet clay rolling smoothly under my hands as the wheel spins. I have it
last period, so no matter how difficult the day was, pottery makes every day a
good day. It’s almost magical—to feel so good, so serene. (Kessler, 2000, pg. xvi)
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Arts classes allow students to express their unique personal experiences within a shared
group activity. It is impossible for two people to have identical understandings of any
circumstance or idea (Cross, 2011, pg. 135). Van Tassel-Baska, Buckingham, and Baska
continue to exalt the role of the arts can play within affective lessons by explaining
through converting their own perspective:
into an art for, it automatically becomes objectified. Every aspect of the arts
comes with its own set of criteria, making one’s own personal vision in some
sense quantified. This act provides may with the psychological distance they need
to really understand what it is that they are seeing in the patterns played out
within their own lives…What is creativity but our capacity to harness emotional
and rational abilities toward a productive display of novelty in some form? (2009,
pg. 228)
Professionals working in the field of psychology have recognized the value of arts as a
tool for emotional expression and have been utilizing that power in art therapy for several
decades (Van Tassel-Baska, Buckingham, Baska, 2009). The arts have long been used
within the field of psychology to reach clients and help them heal (Cross, 2011). “(M)uch
of what is most important in human experience is not what is apparent, but, instead, what
is felt about what is apparent. Things are not always what they appear to be on the
surface. They need to be seen in terms of the kind of emotional life that they generate”
(Eisner, 1994, pg. 53). Noddings (2005) informs the conversation by reminding us that it
important to help students discover activities that renew and energize them, helping them
feel whole. Providing arts education will help lay the foundational groundwork for
students who find performing/visual arts renew them, either through creation or
appreciation. To relay this information in another way, “Good teachers join self and
subject and students in the fabric of life” (Palmer, 2017, p. 11). Performing and visual
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arts teachers have a unique advantage when they introduce students to their artforms. To
paraphrase Parker Palmer, artist-teachers were drawn to the body of knowledge within
their artistic genre because it “shed light on (their) identity as well as on the world…the
subject also found (them)” (2017, p. 26). Teachers who are able to stay connected to their
artistic-selves and remember what it was like as they formed their fledgling relationship
with the arts will be able to meet their students with a level of engrossment that will be
contagious to the students in their room. Palmer concludes this portion of the discussion
by informing us why passion is so important in teaching:
I always thought that passion made a teacher great because it brought contagious
energy into the classroom, but now I realize its deeper function. Passion for the
subject propels that subject, not the teacher, into the center of the learning
circle—and when a great thing is in their midst, students have direct access to the
energy of learning and life. (Palmer, 2017, p. 122)
Conclusion
Through the arts, one can experience the emotions of others, and make a personal
expression for feeling. Dewey (1934) referred to the psychological aspects of aesthetics
appreciation as “the human contribution.” The arts are open to different interpretations
and stylized approaches, leaving room for endless possible forms of emotional and
creative expression. Every student has their own unique educational and emotional needs.
Effective curricula care for the emotional needs of students and foster emotional growth
as intentionally as they foster academic growth. Arts education centers on “the
development of sight in the service of feelings” (Eisner, 2002, p. 91). Eisner’s words
echo Dewey’s statement that expression “is the clarification of turbid emotion; our
appetites know themselves when they are reflected in the mirror of art, and as they know
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themselves, they are transfigured. Emotion that is distinctively esthetic then occurs”
(1934, p. 80).
Because of the emotional subtext within all art forms, arts courses offer an
environment that is conducive to emotional communication between the students and
their teacher and between the students and the learning content. Indeed, the freedom to
hold such communication addresses Dewey’s concert that “(t)o rarely is the individual
teacher so free from the dictation of authoritative supervisor, textbook on methods,
prescribed course of study, etc., that he can let his mind come to close quarters with the
pupil’s mind and the subject matter” (Dewey, 2019, p. 65). Performing and visual arts
courses are existing parts of most elementary school curricula and are ripe with
opportunities to add an affective component to teaching. An affective component will
help facilitate the communication of ideas and feelings, deepen the social experience
between teacher and students, enrich the quality of educative experiences, increase the
fostering and nurturing aspect of education as Dewey and Noddings champion, and
encourage personal connections with the arts. This leads to the questions: what does an
elementary arts curriculum joined with an affective component look like in an elementary
school setting, and what is the significance of these findings?
Gap in the Research
When seen separately, the ethic of care, especially when pertaining to the care of
ideas, may appear unconnected to the curricular interests of performing and visual arts
teachers. Indeed, it may even feel daunting to ask a teacher to implement an affective
component on top of their mandated curricular obligations. However, as Noddings
asserts, “What I am advocating is a form of dialectic between feeling and thinking that
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will lead in a continuing spiral to the basic feeling of genuine caring and the generous
thinking that develops in its service (1984, p. 186). Indeed, as Palmer so eloquently
stated, “Intellect works in concert with feeling, so if I hope to open my students’ minds, I
must open their emotions as well” (Palmer, 2017, p. 66). Perhaps Dewey presents the
most compelling argument:
In one of its meanings, appreciation…denotes an enlarged, an intensified
prizing…The enhancement of the qualities which make any ordinary experience
appealing, appropriable—capable of full assimilation—and enjoyable, constitutes
the prime function of literature, music, drawing, painting, etc., in education. They
are not the exclusive agencies of appreciation in the most general sense of that
word; but they are the chief agencies of an intensified, enhanced
appreciation…They reveal a depth and range of meaning in experiences which
otherwise might be mediocre and trivial. They are not luxuries of education, but
emphatic expressions of that which makes any education worth while. (Dewey,
2019, p. 133)
Further research is needed to investigate the way an affective component can enhance
elementary performing and visual arts curricula and help make the material personally
relevant to students. This dissertation aims to fill this gap.
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Chapter 3: Methods
Music is the shorthand of emotion. Emotions, which let themselves be described in words
with such difficulty, are directly conveyed to man in music, and in that is its power and
significance.
-Leo Tolstoy

Overview
This study explores how elementary visual and performing arts courses can be
taught with an affective emphasis. The data collected indicated that the participates all
teach with a purposeful emotional element in their lessons. This extra element went
beyond the curriculum their school districts expected them to teach, expanding the
students learning through an augmented experience. In this dissertation, I studied teachers
who augment their teaching with an extra layer of affect. This study acted upon the
hypothesis that intellect and interest are linked with feelings, and by establishing an
emotional and personal connection between students and the arts, teachers will lay the
foundation for a lifelong relationship with the arts. For as Dewey stated, “the most
important attitude that can be formed is that of desire to go on learning” (1997, p. 48).
This study utilized the qualitative research method of educational criticism and
connoisseurship. Educational criticism and connoisseurship (ECC) was first designed by
Elliot Eisner in the 1960s and has since been acknowledged and utilized within the field
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of educational research (Moroye, 2007). ECC has close associations to the arts and
naturally lends itself to this style of study, as it was inspired by the work of art critics
within the different artistic fields (Uhrmacher et al., 2017). As Eisner stated, “What we
come to see depends upon what we seek” (2017, p.46). This study sought to discover
what elementary arts courses look like when teachers add in an affective element to their
existing curriculum. For this reason, teacher-participants were selected based upon their
own personal educational philosophies and practices. Participating teachers were
identified through nomination by their peers. ECC is an emergent research design. As
Creswell explains, this “means that the initial plan for research cannot be tightly
prescribed, and that all phases of the process may change or shift after the researchers
enter the field and begin to collect data” (Creswell, 2013, p. 47). Data was analyzed
utilizing Elliot Eisner’s framework of four interrelated elements of: description,
interpretation, evaluation, and thematics (DIET).
Reflexivity and Critical Prologue
Creswell (2013) calls upon qualitative researchers to position themselves within
their research study. My background as an elementary general music teacher has given
me a lens that I believe allowed me to identify pertinent information within the educative
fields of music, theater, and visual arts as well and further afforded me the opportunity to
approach this research through the lens of an elementary arts teacher, with no specificity
given to artistic genres. My previous training and experiences allowed me to notice subtle
nuances within the teaching styles and lesson planning of the individual teachers. I
brought a theoretical and pedagogical knowledge that helped me recognize the
implementation of lessons and individualized support that might go unnoticed by another
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educator or researcher who has not studied arts pedagogy. This experience is the
foundation upon which my frame of reference rests. Eisner (2002) defines the frame of
reference as what defines someone’s point of view. My past experiences also allowed me
to appreciate the environment I observed and to disclose this information to others. My
knowledge also allowed me to understand the operational curriculum, enabling me to
discover the curriculum received by the students. As Eisner (2002) advises, I “read” the
qualities instead of simply exploring. My point of view was built upon years of
experience and study, providing me a platform to stand upon, high above the obstructions
that might inhibit the views of someone with less experience within the elementary arts
classroom.
Eisner further directs critics to clearly state their own beliefs and values in a
“critical prologue” (Uhrmacher et al., 2017), allowing the reader to contextualize the
findings and interpretations of the study within the scope of the researcher’s own beliefs.
As a music educator for over fifteen years, I strongly believe in the emotional quality of
arts. I believe communal art making binds the participants together, forging a bond that
will last years past the completion of the artistic work. I believe arts provide a healthy
outlet for emotional processing, allowing a mind-space for people to sit with their
thoughts and feelings as they swirl around in a blinding haze, allowing them to settle into
a visible form ready for interpretation and understanding. I believe a simple brush stroke,
quarter note, or pantomime can convey a heart’s worth of emotion without providing
further explanation. In alignment with Dewey, I believe without
insight into the psychological structure and activities of the individual, the
educative process will, therefore, be haphazard and arbitrary. If it chances to
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coincide with the child’s activity it will get a leverage; if it does not, it will result
in friction, or disintegration, or arrest of the child nature. (2013, p. 33)
Most importantly, I believe K-12 schools have an obligation to provide these tools and
the knowledge to use them as a lifelong gift to all students.
Participants
Qualitative studies rely on a researcher investigating “the meaning that the
participants hold about the problem or issue” (Creswell, 2013, p. 47). This study
investigated five teachers, two of which are elementary visual arts teachers, one
elementary general music teacher, one elementary band/orchestra teacher, and one
elementary drama teacher. Elementary arts teachers were selected for two main reasons.
First, these teachers have the unique opportunity to teach students for their entire
elementary education, up to seven years for elementary schools that serve kindergarten
through sixth grade. Second, elementary students regularly participate in arts education,
as opposed to secondary students who may choose to take part in “elective” arts courses.
The study employed a purposeful sampling approach. Administrators and teachers were
asked to identify someone who teaches their arts curriculum through a social-emotional
or affective lens. Noddings insists that caring teachers need to have a solid understanding
and knowledge of their subject matter, for this study the subject matter will be
performing or visual arts. A strong working knowledge of the subject allows the teacher
to focus their full attention on the students and with a variety of techniques. In addition,
since the arts educators are responsible for the teaching the entire subject matter, for the
students’ entire enrollment in the school, they must have a wide extent of knowledge
(Noddings, 1984). When selecting participants, I looked for participants that represent a
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range of experiences and cultures. Two participants are located within the Rocky
Mountain region and three participants are located within the Chesapeake Bay region.
Setting
Data was collected in a natural setting. Creswell defines a natural setting as “the
site where participants experience the issue or problem under study” (Creswell, 2013, p.
45). Data was collected within elementary performing and visual arts classrooms,
allowing me to see the teachers interacting with students in their normal daily settings.
Two teachers work in public elementary schools within the Rocky Mountain Region and
three teachers work in public elementary schools within the Chesapeake Bay Region.
Selection procedures
Teachers were identified through purposeful sampling that utilized a nomination
process where peers were asked to identify elementary arts educators who have a strong
affective theme to their teaching. Teachers were purposefully selected because they
demonstrated the phenomenon of emotionally augmenting the curriculum within their
teaching. This study focused on elementary teachers because many elementary students
receive compulsory arts education as a part of their weekly instruction, as opposed to
middle and high school students who get to choose which, if any, arts courses they
register for. Additionally, the compulsory arts education will also ensure the students
have an opportunity to form a relationship with the arts educator throughout the
enrollment in the elementary school. One teacher has less than three years of experience
teaching within public schools while one teacher has over twenty years of experience
teaching within public schools. This wide range of experience levels helps to highlight
both a novice teacher experience who may not be aware of the affective side of their
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lessons, and are thus using complementary curriculum in their teaching, as well as an
experienced teacher who has enough experiences allowing them the time and experience
needed to reflect on their teaching an consciously augment their curriculum. Both male
and female teachers were selected for participation. Ethnically diverse teachers were
sought; unfortunately, all identified participants identify as white.
Table 3.1
Study Participants
Participant
Ms. Linderman
Ms. Bass
Ms. Mitchell
Mr. Moll
Ms. Dykshorn

Career Status
Beginning
Midcareer
Late-Career
Midcareer
Midcareer

Years Teaching
2
15
29
6
20

Ethnicity
White
White
White
White
White

Topic
Visual Arts
General Music
Visual Arts
Drama
Band and
Orchestra

Research Design
This study used the qualitative research design of educational criticism and
connoisseurship (ECC). Elliot Eisner as an advocate for the inclusion of arts in education
and a scholar of many disciplines: curriculum, instruction, teacher education, school
reform, and research (Uhrmacher & Moroye, 2017). Early in his career, Eisner was a high
school art teacher. He later had a long and esteemed tenure at Stanford University where
he worked in the fields of art education and curriculum studies (Donmoyer, 2014).
Eisner’s extensive background in both arts education and research make him an excellent
guide for this study. Eisner’s vast funds of knowledge concerning the arts can be seen in
an evaluation of educational criticism and connoisseurship. Eisner believed that artists
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“inquire in a qualitative mode both in the formulation of ends and in the use of means to
achieve such ends…My claim is that the paradigmatic use of qualitative inquiry is found
in the arts” (Eisner, 1985, p. 217). Eisner looked to the work of art critics to help
represent the kind of qualitative study for which he was advocating: “The art critic finds
himself or herself with the difficult task of rendering the essentially ineffable qualities
constituting works of art into a language that will help others perceive the work more
deeply” (Eisner, 1985, p. 217).
Common within qualitative studies is a focus on conveying an emic point of view
or creating the ability to see through the eyes of an insider. This is certainly a goal for
researchers working with the ECC method of research, but equally important in ECC is
the obtaining of an etic point of view, or the view of an outsider. The etic vantage point
provides a platform for insiders to see what they may have missed or simply grown
accustomed (Uhrmacher et al., 2017). The terms “emic” and “etic” are used within many
fields of social science, but Uhrmacher et al. encourage ECC researchers to instead utilize
the words “seeing-with” and “seeing-about” to stay truer to ECC’s historic ties with the
arts and humanities.
While the word “connoisseurship” can be received as off-putting to English
speakers, with connotations of snobbery or pretention, it is important to view this word
more through the word’s etymology. The word connoisseur is derived from the Latin
word cognoscere, which means “to know” (Uhrmacher et al., 2017). In the eyes of either
French or Spanish speakers the word has no elitist overtones (Uhrmacher & Moroye,
2017). Indeed, Eisner himself saw “connoisseurship” as “the art of appreciation” and a
tool that could be used to research any realm (2017, p. 63).
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Enter the rich complexity of vigorous classroom, visitors tend to observe in terms
of their own familiar concepts and can be oblivious to features and concepts that
the classroom’s designers consider crucial. A host can explain those concepts and
guide some part of the visitor’s attention to the classroom’s purposes and
rationales. (Tharp, Estrada, Dalton, & Yamauchi, 2000, p.14)
I fulfilled the role of host for this study, drawing the reader’s attention to important
details within the data and explaining their importance.
To help me illustrate the unique roles of both criticism and connoisseurship,
please take a moment to create an image of a field researcher within your mind’s eye.
You may see someone armed with a laptop, pad of paper, camera, and a freshly approved
IRB excitedly entering a field site. If one embodies the art of connoisseurship as a
microscope held by the researcher, it becomes easier to understand the extreme amount of
detail and nuance one is expected to be noticed by someone acting as a connoisseur.
These detailed observations of a microscope are permitted to only a select few, those who
happen to reside in that physical space at a particular time. If the researcher wishes to
share their amazing findings, they must create a representation, most likely a sketch of
what they see.
I now ask you to take another moment and imagine the detailed drawing your
researcher drew of her microscopic findings. What details are shown that once lay
beyond the perception of the human eye? Imagine your researcher taking her drawing to a
colleague, an elementary school, or a professional conference. Your researcher not only
shares her drawing but also explains the significance that is shown by the seemingly
abstract images on the page. As the researcher shares her findings through her sketches
and skillful explanations of their significance, she is disclosing this information to those
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who were unable to see the microscope’s image in person. The Oxford English
Dictionary defines “critic” as:
1. One who pronounces judgement on anything or person; esp. one who passes
severe or unfavourable judgement; a censurer, fault-finder, caviler. 2. One
skillful in judging the qualities and merits of literary or artistic works; one who
writes upon the qualities of such works; a professional reviewer of books,
pictures, plays, and the like; also one skilled in textual or biblical criticism.
(“Critic,” 2008)
Eisner’s interpretation of the word is closely associated with the second definitions, for
he saw criticism as the art of disclosure, or sharing what one has learned. Eisner felt
critics were needed because “perception is not a passive act” (Donmoyer, 2014, p. 449).
Dewey would agree with Eisner, for he saw criticism as “the re-education of perception
of the work of art” (as cited in Eisner, 2002, p. 187).
The detailed view seen through the microscope’s eyepiece is the result of the
image created by the gathering and focusing of light by the microscope’s lenses. This
process also inadvertently conceals any vision outside of its highly magnified scope,
hindering the researcher’s peripheral vision. As Eisner explains, each form of
representation both reveals and conceals (1994). In this instance, the highly magnified
and detailed representation of data reveals details that are obscured when seen without
magnification, but it in turn conceals details outside the scope of vision. This study
looked to find the microscopic details of teaching arts affectively, and as such may be
blinded to details outside the scope of the study. Findings reside within a narrow, yet
highly detailed view. The beauty of this form of research resides within the intricate
details that are otherwise missed by observations made with a wider angled lens. The
versatility of ECC allows the researcher “to embrace interpretive frameworks that would
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guide them in the direction of ethical behaviors promoting diversity and well-being”
(Uhrmacher & Moroye, 2017). Indeed, ECC has been successfully used to study myriad
topics, including but not limited to: educational equality (Barone, 2000), Waldorf schools
(Uhrmacher, 1991), magnet schools for the arts (Newman, 1996), and ecologicallyminded teachers (Moroye, 2007).
Educational criticism and connoisseurship uses a three-pronged approach to
ensure validity of findings: structural collaboration, consensual validation, and referential
adequacy. Structural corroboration refers to the evaluation cross-checking technique of
triangulation, or the use of multiple types of data to either confirm or contradict findings
(Uhrmacher et al., 2017). Data sources for educational criticism are collected through
observations, interviews, and collection of artifacts. Artifacts may include, but are not
limited to, lesson plans, grade books, student work examples, and photographs. As the
weight of the evidence increases it becomes increasingly compelling. Data collection will
be discussed in greater detail later in this essay.
Consensual validation demonstrates an agreement among experts in the field that
the descriptions, interpretations, evaluations, and thematics (often referred to with the
acronym DIET) found in the study are indeed correct (Eisner, 2017). Descriptions aim to
make a reader feel as though they are at the field site and allow the reader to participate
vicariously (Eisner, 2017). While the descriptions necessarily read like descriptive prose,
they need to be epistemic in nature. The aims of the descriptions are “to help the reader
know” (Eisner, 2017, p. 89). Descriptions need to help a reader “see” the setting, but they
also need to help the reader feel, for how a situation feels is just as important as how it
looks (Eisner, 2017). It is impossible to describe all that is happening in a location and in
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that way, and descriptions are indeed selective. Even though a description is selective and
“partial and framework dependent, it is a way of giving point to observations and thereby
helping others learn to see” (Eisner, 2017, p. 90).
Interpretations explain the significance of the descriptions. Interpretations can be
shown through the exploration of a theory. “When critics work with a theory, they use it
as a tool for purposes of explanation—not to meet the rigorous test for the ‘true
experiment,’ but to satisfy rationality, to deepen the conversation, to raise fresh
questions” (Eisner, 2017, p. 95). This study employed the ethic of care to help frame the
interpretations of the data. Evaluation looks to assess the worth of an educational
experience for the students. The worth of an experience is a value judgment and
“although people might agree that education is concerned with fostering growth, what
people regard as growth differs” (Eisner, 2017, p. 99). Eisner uses Dewey’s terms of
noneducational, miseducative, and educational experience to help form evaluations.
Noneducational refers to experiences that are neutral in student receptions, they leave no
positive or negative mark on the learner. Miseducative experiences result in a harming of
the student, perhaps a phobia develops, a prejudice is strengthened, or the joy of learning
is diminished. Educational experiences are positive in nature. These experiences result in
growth of curiosity of intelligence. It is the task of the critic to appraise the value of the
experience and is a critical component of ECC. The final dimension of ECC is the
formation of unifying themes, or what Eisner refers to as “thematics.” Once a thick
description is given, interpreted, and evaluated a general theme can be ascertained. The
formation of thematics calls on the critic to identify reoccurring messages of pervasive
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qualities (Eisner, 2017). Thematics provide answers to the question, “Why is this
important?” and provide the important takeaway findings found within an episode.
Referential adequacy addresses the primary aim of educational criticism to
broaden and deepen the understanding and perception of something that might have been
unrecognized in the past. The ultimate aim of ECC is to provide illumination on a
specific subject and to increase understanding. Eisner consider a criticism as referentially
adequate if “the extent to which a reader is able to locate in its subject matter the qualities
the critic addresses and the meanings he or she ascribes to them” (Eisner, 2017, p. 114).
In due course, research has reached referential adequacy if its reader is able to understand
and see something they would have never seen before.
Eisner’s school ecology. Uhrmacher, Moroye, and Flinders (2017) provide the
conceptual framework to guide observations and interviews using Eisner’s school
ecology. Eisner (2017) recognizes five dimensions that contribute to the ecology of
schooling: (1) the intentional, (2) the structural, (3) the curricular, (4) the pedagogical,
and (5) the evaluative. It is possible to adapt the framework to fit within different settings
(Uhrmacher, et al, 2017). This study added the ethic of care, as proposed by Nel
Noddings, as a sixth dimension to the ecology of schooling. These dimensions are
interconnected, when one is changed the others change. (Figure 3.1) Sometimes these
changes can be conscious and other times they happen unconsciously (Uhrmacher &
Matthews, 2005).
Before one can understand the ways the dimensions interact, there needs to be an
understanding of how they are individually defined. The first dimension of school
ecology is the intentional dimension. The intentional dimension accounts for the public
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and private goals of the educator and can range from specific to general in nature.
Additionally, there needs to be an awareness between the intended aims and the
operationalized aims of the teacher. As Eisner explains, a “teacher or a school district
may endorse one kind of outcome, but in practice emphasize quite another” (2017, p. 73).
Intentions can present themselves in obvious or subtle ways, and it is the job of the
educational critic to observe and draw attention to these intentions in order to highlight
the positive and refine any areas that are less than ideal. Within the intentional dimension
one is asked to investigate the goals or aims of the classroom. In particular, the
intentional dimension looks at the goals that have been made publicly aware. Are these
goals being achieved, are they worthwhile, and are they being achieved? It is possible
that a teacher or school may publicly endorse an aim but does not in practice, there is
importance within this possible discrepancy (Eisner, 2017). In cases when a teacher goes
above and beyond the prescribed aim and augments it with a goal that is personally
important, there is a discrepancy between the mandated and the practiced. That is not to
say the mandated goal is neglected. It is possible that the teacher has added an additional
personal goal to the one he is mandated to meet.
The second dimension is structural. The structural looks at how the school day, or
the class period is divided (Eisner, 20197). The overall structure of the school day is
typically consistent, even as units of study conclude and new topics begin. It is the
educational critic’s job to study the effectiveness of structure and to suggest possible
alternatives when they are needed. Some questions to consider are: How does the
structure influence the learning of students? What topic is given a larger percentage of
time during the day, and is that a declaration of hierarchical importance within academic
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subjects? Are there built-in routines throughout the day? If so, how do these routines
support the other dimensions? The curricular dimension is of importance to ECC as it
focuses on the quality of the content and goals of the curriculum and the ways students
are engaged to learn (Eisner, 2017). This is one example of how important it is for the
researcher to be a connoisseur of the area they are studying, for:
one must know the content being taught and the alternatives to that content within
the field. Is this content up-to-date? From a disciplinary perspective, is it
important? How is it being interpreted by the teacher and understood by the
students? And what about the means through which this content is encountered?
Do the activities engage students? Do they elicit higher order thinking? Is the
content being taught and learned in ways that enable students to apply it or to
perceive its relevance to matters outside the subject?...What kinds of thinking
does the curriculum evoke and practice? What does it neglect? And what, if
anything, does such neglect mean for the kinds of minds children are likely to
develop? (Eisner, 2017, pp. 75-76)
The curricular dimension looks to the quality of “the curriculum’s content and
goals and the activities employed to engage students in it” (Eisner, 2017, p. 75). This
dimension is especially paramount to the goals of this study. It is important to ask what
kind of thinking is promoted and taught within the prescribed and augmented curricula.
The pedagogical dimension looks to the way specific teachers present a curriculum to
their students. Each teacher brings with them their own strengths and weaknesses, and
these have a direct impact on the experiences of their students. Secondly, each teacher
will have their own realized or unrealized biases and beliefs. These subtle messages can
have a profound impact on students. Certainly, the same curriculum is taught by multiple
teachers, each with their own variations. The pedagogical dimension presents another
opportunity to investigate how a teacher’s personally held beliefs influence their teaching
practice. In some cases, the teachers will be cognizant of their behaviors, purposefully
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acting on personally held beliefs. In other cases, the teachers may be unaware of their
personal biases and are operating within a shadow curriculum, where it consists of “ideas,
skills, and feelings” that are hidden within the teacher’s own psyche (Uhrmacher, 1997).
The evaluative dimension examines the way informal and formal evaluation
techniques impact the overall outlook of the students. By evaluating the learning of
specific subjects, a teacher is conveying a judgment of value upon the curricular content
(Eisner, 2017). Connoisseurs ask what, if any, value is found within the evaluation tools
teachers are giving to students. Do these evaluations have consequences for the teacher
and the students? How might evaluations influence the way content is presented to the
students? More subtle forms of evaluation can be seen in the way a teacher interacts with
his students. What is the teacher’s tone of voice, and is that consistent amongst
interactions with every student? Does the teacher wittingly or unknowingly make faces or
gestures that could denote acceptance or disdain? Evaluations are ongoing every day in
the classroom, either formally or informally, and as such are a mighty force within the
ecology of a classroom.
The sixth dimension of care will be thoroughly explored in the next section. This
dimension evaluated evidence to support what Noddings posits, that a student who has
received care will bloom through the recognition of her freedom to be herself and will
continue to grow through given support. Furthermore, the “child genuinely cared for is
free to respond as himself, to create, to follow his interests without unnecessary fear and
anxiety” (Noddings, 1984, p. 72). The six dimensions interact with each other, as a
change within one dimension will result in changes (intended or not) within the others
(Eisner, 2017).
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Figure 3.1. Eisner’s five dimensions of schooling are interconnected as they rotate
around the sixth dimension of Care.
Evidence of care. Evidence documenting an ethic of care, or a lacking ethic of
care was collected through semi-structured interviews, observations, and through the
collection of artifacts. Particular attention was given during observations to the verbal
and body language of the teachers. Evidence for the receiving of care by students was
made through low inferences, based on limited evidence due to the inability of the
researcher to ask the students (who are minors) how they perceived the teacher’s actions.
Actions alone cannot alert an outside observer to the level of real caring and is, of course,
fallible (Noddings, 1984). To help bolster the reliability of the study, participants took
part in two semi-structured interviews, the first before observations began and the second
upon the completion of observations (see Appendix C for questions). The personal
reflections of the arts educator are important to consider when ascertaining their
commitment to care. As Noddings explains, they should “be able to present reasons for
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(their) action/inaction which would persuade a reasonable, disinterested observer that
(they) have acted on behalf of the cared-for” (Noddings, 1984, p. 23). In order to act
within an ethic of care, the teachers must step out of their personal frame of reference and
into the reference of their student. Their ethic of care is primarily situated within their
pre-act consciousness (Noddings, 1984). At times the greatest act of care may be to
abstain from action, as acting may work against what is in the best interests of the caredfor. In this case, a lack of action is a denotation of care, in which case the true test of care
is not the action or lack of action, it is in the premeditation that determined the carer’s
decision.
Data Collection
There are many sources for data collection in ECC and this study collected data
from multiple sources (see Table 3.2). The most important source of data came from the
observations of teachers and students in the classroom (Eisner, 2017) and the interviews
of teachers. Actions can be observed, but the thoughts and perceptions behind the actions
need to be shared through communication. Additional data was gained through the
collection of artifacts, possibilities of which are: teacher materials, evaluation tools,
planning books, assignments, and communications from school administrators (Eisner,
2019). The researcher served as the key data collection instrument for the study
(Creswell, 2013). Qualitative researchers “may use an instrument but is it one designed
by the researcher using open-ended questions. They do not tend to use or rely on
questionnaires or instruments developed by other researchers” (Creswell, 2013, p. 45). It
was important to look at data sources within the historical context of the schools in this
study, for this enhanced the understandings of the findings (Eisner, 2019).
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This study worked with five elementary arts educators. Two teachers were
unavailable for observations, due to the school closures as a result of the COVID-19
pandemic. Three educators were observed for an entire week’s worth of instruction.
Observational data was collected to look at the structural dimensions and environment of
the classroom ecology, as well as for evidence indicating the presence or lacking
presence of the teacher’s ethic of care. Observation grids were designed by the researcher
for use in the study to ensure similar data was collected at all participation sites.
Observation grids are a modified version of Eisner’s two-column observation technique
where a researcher is advised to place observations and details on the left column and
interpretations in the right column. The extra column in this study’s observation grids
draw the researcher’s attention to specific details related to classroom ecology, Eisner’s
interrelated elements of DIET, and Noddings’ ethic of care (See Appendix B for
observation grids). Observations highlighted the actions of the teachers and students. As
Noddings directs us, as observers we “must look for some action, some
manifestation…that will allow us to agree that he cares” (Noddings, 1984, p. 10).
However, Noddings also acknowledges the limitations of utilizing observations to assess
levels of care, even positing the question: “Is direct, externally observable action
necessary to caring” (Noddings, 1984, p. 10)? In answering her own question, Noddings
states: “when we consider the action component of caring in depth, we shall have to look
beyond observable action to acts of commitment, those acts that are seen only by the
individual subject performing them” (Noddings, 1984, p. 10).
To really understand the level of one’s care, it is imperative to understand one’s
level of commitment and underlying intentions. Semi-structured interviews allowed the
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participants to explain their thinking behind their actions, and/or their unconscious
feelings that also influence their actions. Each participant took part in two semistructured interviews. The first interview took place before the intensive week of
observation, and the second took place upon the completion of the observations. All
interview questions were piloted before the study began (see Appendix C for the
interview questions). Finally, data was collected through the collection of artifacts.
Artifacts included teacher blog posts, teacher e-mails to parents, photographs of
classrooms, planning books, grade books, assessment tools, lesson materials, and
photographs of student artwork. One of the most important sources of data for knowing
what a student has learned is in the artwork they create (Eisner, 2002).
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Table 3.2
Data Collection and Analysis
Research Question
What are the instructional
intentions of care-oriented
teachers?
What are the affective
intentions of care-oriented
elementary arts teachers?
How are theses intentions
actualized (or not actualized)
within elementary arts
classrooms?

What is the significance of
these findings for elementary
schools throughout the
country?

Collection
Method
Interviews

Data Source

Analysis

Transcribed
Conversations

Coding for
Themes

Interviews

Transcribed
Conversations

Coding for
Themes

Observations

Field Notes
Photographs

Thick
Descriptions

Artifact
Collection

Lesson Plans
Grade Books
Lesson
Materials
Photographs

Coding for
Themes

Interviews

Transcribed
Conversation

Coding for
Themes

Observations

Field Notes
Photographs

Thick
Descriptions

Artifact
Collection

Lesson Plans
Grade Books
Lesson
Materials
Photographs

Coding for
Themes
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Data Analysis
Due to the qualitative nature of research conducted using educational criticism,
there were no operationally- defined truth tests applied to the findings. In order to
ascertain what Eisner refers to as the “believability of a qualitative narrative,” data was
evaluated using the three following features: coherence, consensus, and instrumental
utility (Eisner, 2017) (See Table 3.3). First, coherence looks at the Gestalt of the findings
and that the study’s argument is well formed and that multiple data sources have been
used to give a coherence to the data interpretations (Eisner, 2017). As discussed in a
previous section, educational criticism uses the technique of structural corroboration to
assure coherence of data. Consensus was used as the second means of evaluating the
findings. The condition of consensus occurs when investigators or readers conclude that
the findings and/or interpretations of the research are consistent with their previous
occurrences or with the evidence demonstrated within the study (Eisner, 2017). Finally,
this study looked to the potential utility of the results. Eisner asserted, “The most
important test of any qualitative study is its usefulness” (Eisner, 2017, p. 58).
Instrumental utility assesses the usefulness of a study. In terms of utility, this study aims
to identify ways that practicing educators can infuse affective content into their
elementary arts curricula.
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Table 3.3
Criteria for Quality and Rigor of Educational Criticism and Connoisseurship
Term

Strategy

Coherence

Multiple sources of data are used
Structural corroboration

Consensus

Findings and/or interpretations are
consistent amongst study participants

Instrumental Utility

Useful portrayal of phenomena
Concrete universal
Retrospective generalizations

Researchers act as guides and through a thoughtful portrayal of phenomena, “we
are likely to experience what we otherwise might have missed, and we may understand
more than we would have without benefit of the guide,” ultimately deepening and
broadening our experiences and understandings (Eisner, 2017, p. 59). These experiences
and understandings produce heuristics or generalizations, which should be regarded “as
the major product of the inquiry because they allow us to make predictions, or at least to
have expectations, about the future” (Eisner, 2017, p. 200). The philosophical idea of “the
concrete universal” uses the specific to highlight something about the general, and the
concrete universal is regarded as using exemplification (Eisner, 2017). Generalizations
can also be rendered through a process Eisner (2017) referred to as “retrospective
generalization.” Rather than predicting the future through findings, looking to past
experiences through findings can bring understandings of previous events. In is common
in qualitative research for researchers to

71

build their patterns, categories, and themes from the “bottom up,” by organizing
the data inductively into increasingly more abstract units of information. This
inductive process involves researchers working back and forth between the
themes and the database until they establish a comprehensive set of
themes…Researchers also use deductive thinking in that they build themes that
are constantly being checked against the data. (Creswell, 2013, p. 45)
Educational criticism and connoisseurship calls for the annotation of data as
opposed to the coding of data. When literary critics analyze a piece of poetry,
they annotate the text often beginning by looking at the voice, tone, speaker,
diction, syntax, imagery, and other features common to all poems. The purpose of
annotating various elements is to then offer a new way of seeing the poem as an
interconnected whole. (Uhrmacher et al., 2017, p. 57)
Uhrmacher et al. (2017) offer three types of annotations: global, pattern-finding, and
cross-checking. Global annotations direct the researcher’s attention to the large picture,
looking for things that stand out. Pattern-finding annotations look “for configurations of
meaning” bringing the researcher to look at the data sets for advanced themes
(Uhrmacher et al., 2017, p.57). Cross-checking annotations have the researcher looking
for illogical case analysis. This study employed all three forms of annotating.
Findings were interpreted using Eisner’s five dimensions of schooling and
Noddings’ ethic of care. Utilization of the ethic of care helped highlight relationships and
patterns that may have gone unrecognized and helped to structure findings within a form
of narrative or metaphors. Aligning research to an existing theory also allows the new
findings to be connected to previous research conducted within the field. Ultimately,
theories connect disparate situations under psychological unity (Uhrmacher et al., 2017).
The term interpretive frame encapsulates both the theoretical framework and the
researcher’s personal point of view (Uhrmacher et al., 2017). My researcher’s point of
view was discussed in the early section entitled “reflexivity.” The theory a researcher
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chooses both highlights and obscures potential findings within the field, making it
paramount that the researcher aligns their research with a theory that will help illuminate
the specific phenomena they wish to study. This study utilized Noddings’ ethic of care as
its theoretical framework.
ECC offers an alternative to data coding, and instead researchers look to annotate
data. This different approach is the result of ECC’s birth from the arts. Annotation looks
to identify relationships within the larger whole, or to focus “on the relationship among
them in a complete picture” (Uhrmacher, Moroye, & Flinders, 2017, p. 57). Annotation
happens in three phases: global annotations, pattern-finding annotations, and crosschecking annotations. Global annotations look at the large picture of the data. Patternfinding annotation seeks to identify important patterns, and cross-checking annotations
investigate divergent data that does not fit the themes (Uhrmacher, Moroye, & Flinders,
2017). Through the use of pattern-finding annotation, I applied the established technique
of listening “for repetitive refrains that are spoken (or appear) frequently and persistently,
forming a collective expression of commonly held views” (Lawrence-Lightfoot & Davis,
1997, p.193).
An inductive approach was used during the analysis of data, aimed at discovering
patterns, or what Eisner refers to as “thematics.” As Patton explains, “inductive analysis
means that the patterns, themes, and categories of analysis come from the data; they
emerge out of the data rather than being imposed on them prior to data collection and
analysis” (Patton, 1980, p. 306). Findings were reported with a holistic account by
developing a complete picture of what teaching with an affectively looks like in five
elementary arts classrooms, providing multiple perspectives. Themes were highlighted by
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identifying the complex factors present within each classroom, including the interactions
of the teachers with their students, classroom materials, lesson plans, and students’
artwork. Ultimately, the aim of educational criticism and connoisseurship is to
recommend improvements to the whole education system.
Data Representation
Data is mostly represented through the written form of detailed vignettes. Some
data is also represented visually through the form of graphs. Both of these forms of
representation are discussed in greater detail within the next paragraph.
Written representation of data. The written representation of the data looks to
the four dimensions of criticism: description, interpretation, evaluation, and thematics
(Uhrmacher et al., 2017). Individual vignettes describing the five different classrooms
were woven together highlighting teachers’ intentions, implementation of lessons, and the
students’ perceptions of the lessons. The vignettes are detailed, and I aimed to make the
reader feel as though they have experienced the setting themselves. Settings and
interactions are described, interpreted, evaluated, and ultimately recurrent themes are
highlighted as well as potential implications from the findings (Uhrmacher et al., 2017).
Interpretation allowed me to apply concepts that explain the events and interactions
described. Evaluation shows the significance of the descriptions and interpretations and
demonstrate their value. Lastly, themes were used to explain important patterns and
overarching ideas that resulted from the study (Uhrmacher et al., 2017). ECC is like other
qualitative methods used within the social sciences in that it looks to yield
generalizations. Eisner calls the generalizations generated within ECC “retrospective
generalization.” Retrospective generalizations are formed by looking at an experience
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through a lens that illuminates them in a new light (Eisner, 2017). These generalizations
can then allow practitioners and researchers to make predictions about the future (Eisner,
2017). Human beings possess the amazing ability to learn through the example of others.
My crucial aim of this study is to provide assistance to performing and visual arts
teachers who wish to teach with an affective element.
Visual representation of the data. The visual representation of data in the form
of graphs takes great inspiration from the work of W.E.B. Du Bois’s data portraits
(Battle-Baptiste & Rusert, 2018). His visual representation looks at times more like
modern art than like graphs. (See Figures 3.2 and 3.3) Du Bois’s use of data visualization
is “the rendering of information in a visual format to help communicate data while also
generating new patterns and knowledge through the act of visualization itself” (BattleBaptiste & Rusert, 2018, p. 8). With help from students and alumni from Atlanta
University, Du Bois’s created data visualizations to contribute to an exhibit at the
Exposition Universelle in Paris. The exhibit, titled Exhibit of American Negros, had many
contributors all investigating the advancements of African Americans since
Emancipation. These important data visualizations offered “alternative visions of how
social scientific data might be made more accessible to the populations and people from
whom such data is collected” (Battle-Baptiste & Rusert, 2018, p. 13). Contemporary
philosophers Deleuze and Guattari would agree, “Art erects monuments with its
sensations. Science constructs states of affairs with its functions. A rich tissue of
correspondences can be established between the planes” (1994, p. 199). Additional
inspiration for my data visualizations was gleaned from the book Dear Data by Lupi and
Posavec (2016). This book first came to my attention by way of Ms. Mitchell, one of my
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participating arts teachers, and her use of it in the 6th grade mask unit, detailed in the next
chapter. Lupi and Posavec believe data is “a creative material like paint or paper, an
outcome of a very new way of seeing and engaging with our world” (p. xi). Additional
inspiration came from the visual artwork of Kandinsky, who was mentioned in the
teaching of Ms. Linderman, another participating arts teacher. Some of Kandinsky’s
paintings have a feeling of Venn diagrams (see figure 3.4), and brought visual inspiration
through his use of colors and space.

Figure 3.2. “Plate 11” Du Bois combined bar chart, line chart, and spiral graph for this
visualization of population numbers (Battle-Baptiste & Rusert, 2018, pp. 68-69).
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Figure 3.3. “Plate 25” Du Boise used the spiral visualization of assessed monetary value
takes inspiration from Playfair’s pie chart and Nightingale’s rose diagram (BattleBaptiste & Rusert, 2018, pp. 86-87).
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Figure 3.4. Circles in a Circle, oil on canvas, by Vasily Kandinsky (philamuseum.org).

Data visualizations in this dissertation were created for two purposes. The first
purpose is to provide a non-verbal communication regarding some of the more theoretical
and philosophical aspects of the discussion. The second purpose is to lend additional
power to the individual voices of the participants. Each participant had qualitative data
collected through classroom observations, semi-structured interviews, and additional
artifact collection. Artifacts included teacher blog posts, playbills, communications with
parents, and participant posts on their personal and school’s websites. All direct quotes
from the interviews, observations, and written artifacts were then entered into the NVivo
qualitative data analysis software (Version 12.6; QSR International, 2018) for analysis. A
word frequency query was then executed. Stem words were included, meaning word
endings were removed in the frequency analysis of stem words, such that both “feel” and
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“feels” would be counted together. NVivo then accounted for common words by adding
them to the “stop words list.” Each individual list of words was then depicted visually in
a way that aligns with the participant’s teaching, providing additional individuality of
findings. The top eight most frequent words were used within each of the visualizations.
The number eight was selected to provide further reference to the musical ties of all five
participants and their lessons. Each of the musical pieces discussed in the vignettes in
Chapter 4 were comprised from major and minor scales. Major and minor scales are
comprised of eight notes. The identification of word frequency provided additional help
with the identification of themes. Lists of the participants’ top 25 words are available in
Appendix A, Tables 3.4 – 3.8. Detailed descriptions of the coding process for each
participant accompany their visual data representations are in Chapter 4. Word clouds
were also created for each participant, and these can be found in Appendix D, figures 3.53.9.
Validity in Findings
As is required in ECC, a three-pronged approach was used to ensure validity of
findings: structural collaboration, consensual validation, and referential adequacy.
Structural corroboration used the cross-checking technique of triangulation to either
confirm or contradict findings (Uhrmacher et al., 2017). Data sources for educational
criticism are collected through observations, interviews, and collection of artifacts.
Consensual validation demonstrated an agreement among experts in the field that the
descriptions, interpretations, evaluations, and thematics identified in the study are indeed
correct (Eisner, 2017). Any future publication of this material will be in peer-reviewed
journals. Finally, referential adequacy reminds the researcher that the primary aim of
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educational criticism is to broaden and deepen the understanding and perception of
something that might have been unrecognized in the past. Eisner teaches us to “see things
the way they are is to experience or know them in their ontological state. This is called
ontological objectivity, or veridicality” (2017, p. 43). All classroom observations and
interviews were conducted in order to see them in their ontological states, or for what
they really are.
Significance of Study
What does the word “significant” mean when used to discuss the findings of a
qualitative study? The next few paragraphs will examine what it might mean to have a
significant finding generated from a qualitative study. In qualitative research, significance
“pertains to the importance of the concepts” (Morse, et al, 2011, p. 1302). The Oxford
English Dictionary (OED) traces the word “significance” to the Latin word significantia,
meaning “meaningfulness, act of conveying information, indication” (“Significance,”
2008).
Donmoyer (1990) takes this definition a step further, seeing significance simply
as the generalizability of the findings. Eisner agrees that generalizations in the world of
social science are regarded as an important product from research because they allow
future predictions (2017). Baron and Eisner defined “significant” as the power to make a
difference within society, and pertaining “to the character, meaning, and import of the
central ideas of the work…What makes a work significant is its thematic importance, its
focus on the issues that make a sizable difference in the lives of people within a society”
(2012, pp. 152-153). Lincoln and Guba (1985) prefer the verbiage of transferability
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instead of generalizability. This slight shift in wording seems to imply more of a direct
impact to the teaching field rather than information that can be gained.
Educational criticism and connoisseurship has traditionally used the word
“significant” when describing findings upon the completion of generalizations. The
thought behind this nomenclature is when an educational critic does an evaluation they
ask, “what is of value here, both for those involved and for the educational enterprise
generally speaking? The purpose of an evaluation is to assess the significance of events in
relationship to a set of criteria” (Uhrmacher, Moroye, & Flinders, 2017, p.50). Eisner
created educational criticism and connoisseurship to have two forms of generalization,
the first is a generalization of findings and the second is the anticipation of future events.
Theses “anticipatory frameworks are created by the critic’s perception and articulation of
the particulars of a situation, and then held up against the backdrop of the larger
educational context” (Uhrmacher, Moroye, & Flinders, 2017, p.55). Additionally, the
findings are significant because they do intend to make an improvement within the world
of performing and visual arts education. Most importantly, through the creation of an
agreed-upon compound term, future researchers and scholars will have a term established
under the same ontological, epistemological, and the axiological values.
Limitations
COVID-19. The international Coronavirus (COVID-19) pandemic had a large
effect on the data collection of this study. As of March 16, 2020, schools were closed for
in-person instruction at all of the participating sites. At this time, three out of five
participating teachers had already been observed and interviewed. Data collection with
the last remaining two participants, an elementary band teacher and an elementary theater
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teacher, were placed on hold until schools reopened for traditional instruction.
Unfortunately, schools remained closed for the remaining school year. The remaining
two teachers undertook more robust interviews where they were asked to go into greater
detail pertaining to their educational philosophies and past teaching experiences
(including lessons with emotional subtexts). These remaining participants teach in less
common elementary education roles, theater and band/orchestra. Fortunately,
observations had been made in the more common teaching situations of arts and general
music. Further studies will need to take place to help bring additional findings in these
less-common teaching situations.
Participant homogeneity. It was difficult to identify five elementary performing and
visual arts teachers who teach with an affective complementary curriculum. Highly
qualified participants were identified and ultimately used for this study. The group of
participants represent teachers in the three major career stages identified by this study
(beginning, midcareer, and late career). Additionally, the schools where the teachers
work represented communities with economic hardships as well as economic privilege.
Unfortunately, all five of the participants identify as White, and four of the five
participants were female. Ms. Linderman’s school served a student body that was
minimally diverse, with 83% of the students identifying as White, 13% as Hispanic, 2%
African American, and 2% as Asian. Ms. Linderman and Ms. Bass served a student body
that was more diverse where 42% identifies as white, 25% Latinx, 24.5% African
American, and the remaining 8.5% a combination of Asian, Pacific Islander, Alaskan
native, and American Indian. Ms. Linderman taught at an upper-middle class school,
where Ms. Linderman and Ms. Bass served a school with 64% receiving free or reduced
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meals. Ms. Linderman’s school only had 2% of its population qualify for ELL services,
where Ms. Linderman and Ms. Bass serve a population where 16% of students qualifying
for ELL services. These two schools complement each other as research subjects because
of the vastly different populations they serve. This allowed me to see how affective
components in arts classes might look when serving different student populations.
Further research needs to be conducted to see how an affective complementary
curriculum is used by teachers who come from more diverse backgrounds.
Further study limitations. This study worked with teachers in two different
regions within the United States, the Rocky Mountain Region and the Chesapeake Bay
Region. There are many additional regions within this country that will have unique
learning challenges and advantages. Further studies should happen in additional regions
to help broaden the data collected. This study focused on elementary education and may
limit the application of some of the findings to younger, primary aged students. Further
studies should investigate affective complementary curricula at the secondary education
and post-secondary education levels.
Summary
This chapter concludes with a summary of this dissertation research. Performing
and visual arts classes should help students to form personal connections by including
emotional artistic elements within their lessons. Arts classes value different perspectives
and creative problem solving, where it might be seen as a vice in subjects with
traditionally “right” and “wrong” answers. The lack of “right” and “wrong” answers
allows a freedom for self-expression. Arts programs and classes afford students
opportunities to grow in ways other subjects cannot, including growth within the social83

emotional domain. Personal identities can be private or public, and they do not always
match the way a person is perceived within their community. Classrooms today are often
comprised of diverse learners, and these diverse learners bring with them a diverse set of
social-emotional needs. Arts courses give students an opportunity to express their
personal perceptions within shared group activities, helping to bridge the gap between
self-identification and the perception of the community. The purpose of this study was to
conduct research investigating the way teachers can teach performing and visual arts
classes with an affective element. The purpose of this study led to the formation of four
research questions:
Question #1. What are the instructional intentions of care-oriented elementary arts
teachers?
Question #2. What are the affective intentions of care-oriented elementary arts
teachers?
Question #3. How are theses intentions actualized (or not actualized) within
elementary arts classrooms?
Question #4. What is the significance of these findings for elementary schools
throughout the country?
Research was conducted utilizing Eisner’s framework of School Ecology,
specifically looking at the five dimensions of: 1. the intentional, 2. the structural, 3. the
curricular, 4. the pedagogical, and 5. the evaluative. Additionally, this study added a sixth
intention of care, as conceptualized through the work of Nel Noddings. Data was
collected with in-depth observations and interviews, as well as through the collection of
artifacts. Data was analyzed using Eisner’s interrelated elements of description,
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interpretation, evaluation, and thematics (DIET). The validity of data will be evaluated
using coherence, consensus, and instrumental utility (Eisner, 2017).
As Elliot Eisner stated, unless forms of inquiry are “expanded so that they attend
to qualities of educational life relevant to the arts, it is not likely that the arts will secure a
meaningful place in American schools” (Eisner, 1976, p. 135). The caring role that
performing and visual arts classes can play within the curriculum as well as within the
personal lives of students is incredibly valuable. Through the arts, one can contemplate
and empathize with the emotions of others, as well as express uniquely personal
experiences and emotions. The arts are open to different interpretations and stylized
approaches, leaving room for endless possible forms of emotional connection, creative
expression, and a sense of accomplishment within all artistic genres. At the intersection
of arts education historical practices, historic philosophies of art for emotive expression,
the philosophies of Dewey, and Noddings’ ethic of care, lies the four research questions
of this study. The research fills a critical gap in recognizing the way some teachers can
incorporate affective themes as an augmented curriculum to their arts classes. Potential
implications of this study include laying the foundation for the formation of a new
philosophical view of elementary arts education, providing exemplars to guide teachers in
the building of their own affectively augmented curriculum, and ultimately helping
students form personal relationships with the arts.
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Chapter 4: Descriptions and Interpretations of Arts Curricula of Care in
Practice
“Art is…a way of having the substantial cake of reason while also enjoying the sensuous
pleasure of eating it” (Dewey, 2005, p. 269).

Introduction: The Journey of a Teacher
Educators who make a profession out of teaching progress through a career-long
journey. For the sake of this study, the stages of teaching will be based upon the work of
Masuda, Ebersole, & Barrett (2013), who divide the career stages of teaching into
preservice teachers, beginning teachers (1-5 years of experience), mid-career teachers (620 years of experience) and late-career teachers (20+ years of experience or retired). This
study enlisted the help of three primary participants, each one fitting one of these
categories. Ms. Linderman is a third-year beginning teacher. Ms. Bass is a midcareer
teacher and has been teaching over 15 years. This study’s late-career teacher is Ms.
Mitchell who will be retiring this summer after 30 years of teaching. Along with these
three teachers, this study will also engage with two additional teachers who similarly
work with elementary students as arts educators but do so from less-traditional roles. This
study will also gain understanding through the work of Mr. Moll (pronounced like the
word “mall”), a midcareer elementary performing/theater arts teacher, and Ms. Dykshorn,
a midcareer elementary band and orchestra teacher.
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Conceptual Framework: An Overview
Four research questions were asked in this study: 1) What are the instructional
intentions of care-oriented elementary arts teachers? 2) What are the affective intentions
of care-oriented elementary arts teachers? 3) How are theses intentions actualized (or not
actualized) within elementary arts classrooms? 4) What is the significance of these
findings for elementary schools throughout the country? A conceptual framework was
chosen to help guide the answering of these questions. The conceptual framework for this
study uses Eisner’s (2017) five dimensions of school ecology, comprised of: the
intentional, structural, curricular, evaluative, and pedagogical domains, with an addition
of a sixth dimension of care, as described by Noddings. These dimensions were discussed
at length in chapter 2. Therefore, only a brief description will be provided now as a
review.
Intentional Dimension. The intentional dimension calls to attention the goals and
aims of the classroom that are both spoken and unspoken.
Structural Dimension. The structural dimension investigates how the school day,
and in the case of this study, the class meeting time, is divided. Of particular interest is
the amount of time given to topics considered most important versus those topics
considered less important.
Curricular Dimension. The curricular dimension draws attention to what is
being taught, the curriculum, and asks if the content is current for the time and what kinds
of activities are being used to teach the content to the students.
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Pedagogical Dimension. The pedagogical dimension describes how the
curriculum is mediated by the teacher, the way the curriculum is taught “has a substantial
bearing on what is being taught and learned” (Eisner, 2017, p. 77).
Evaluative Dimension. The evaluative dimension highlights the way formal and
informal evaluations “influence the student’s outlook” (Eisner, 2017, p. 80).
Care Dimension. The dimension of care is a proposed sixth dimension for the
express purpose of this dissertation. Additionally, it is the dimension that will receive the
most attention in reporting and evaluation. The dimension of care looks to understand
how a teacher’s care for their subject matter as well as their students influences their
teaching.
Table 4.1
Domains, Concepts, and Codes
Domain

Concepts

Intentional

Goals/Aims

Structural

Division of Time

Curricular

Subject Matter

Evaluative

Formal Evaluation
Informal Evaluation

Pedagogical

How the Concepts are Taught

Care

Teacher’s Care
Students’ Care

88

Data involving the classroom environment was collected insomuch the effect it
had on either encouraging or hindering the establishment of care for students and care for
ideas. Environments are described to help the classrooms come alive in the reader’s
mind. As data was analyzed, an emergent theme of teachers caring about the affective
side of the arts appeared. This theme is based on Noddings’ care for ideas (2015) and her
desire that “teachers and students…establish relations of care and trust so that valuable
information can be effectively exchanged, advice given, and challenging projects
undertaken” (p. 153). The teachers involved in this study not only met this challenge, but
they made the exploration of the arts relevant to their students through engaging lessons
that encouraged personal expression and affective connections. These teachers all taught
with an affective complementary curriculum of care for the arts. The significance of this
theme will be elaborated later in Chapter 5. However, it is important to keep the idea of
teachers caring about the emotional side of the arts as you read each of the following
vignettes.
The conversations and observations described below happened over multiple
meetings and are synthesized into the following concise narratives to make the data easier
for readers to process. While this process of synthesis necessarily removes classroom
interactions from their original contexts, this is an inherent component of the method of
educational criticism and connoisseurship covered in detail in Chapter 3. In describing
educational criticism and connoisseurship, Eisner himself says, “narrative, like
perception, is inherently selective. But selectivity, although partial and framework
dependent, is a way of giving point to observations and thereby helping others learn to
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see” (2017, p. 90). All names of people and places have been changed to protect the
privacy of the participant, their school, and their community.
Invitation to Join the Community
Narratives were used to portray the daily interactions of elementary visual and
performing arts teachers who teach with an affective complementary curriculum of care.
It is my intention to provide narratives that allow the reader to journey into the culture of
elementary arts education and to vicariously experience this world through five carefully
chosen guides. As Robert Donmoyer expertly informs us, “Language is a marvelous
invention. It helps us think precisely and communicate our thoughts to others. It also
helps create culture. A shared way of talking helps insure not only that the world will be
characterized in a similar way but also that it will be perceived similarly” (1990, p. 175).
Sharing an experience through linked minds and thoughts is another way to form a
community of truth seekers.
The community of truth is an image that can carry the educational mission
because it embraces an essential fact: the reality we belong to, the reality we long
to know, extends far beyond human beings interacting with one another. In the
community of truth, we interact with nonhuman forms of being that are as
important and powerful as the human and sometimes even more so. (Palmer,
2017, p. 109)
This is your formal invitation to perceive these interactions through a shared research
lens and to join in a community with me. RSVPs are not required; I only humbly ask you
to continue reading.
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Ms. Linderman, Beginning Teacher
Colonial Elementary School (CES) is located within miles of a major shipping port
for the eastern coast of the United States. Though the school has a view of the downtown
skyline of a major metropolitan city, it is not situated within the city limits. CES is close
to the industrial shipping docks seemingly a world away from the high rises, stores,
banks, and business offices that occupy the bustling downtown area. Before one can enter
the locked 50-year-old, red-brick building that houses the school, visitors must push a
button at the main entrance to speak with someone in the front office. Once the locks
have been released, the visitor is cleared to enter into an inviting space. Signs hanging
from the ceiling remind the students to be kind, honest, responsible, and joyful. Giant
paper hearts cut from red bulletin board paper are signed by the children of the school in
preparation for the Kids Heart Challenge sponsored by the American Heart Association.
A collective group project completed by the school’s kindergarteners hangs on the door
to the front office. The colorful patterns evoking thoughts of brightly colored African
cloth. The multi-cultural art, proudly displayed for all visitors to see, projects the message
that all students and visitors are welcome, and your culture and background will be
embraced. CES has a very diverse student population. The student population of CES is
comprised of 466 students, further identified as: 64% receiving free or reduced meals,
16% are English language learners, 32% of the student population either receives
intervention or is enrolled in the special education program, 42% identifies as white, 25%
Latinx, 24.5% African American, and the remaining 8.5% a combination of Asian,
Pacific Islander, Alaskan native, and American Indian.
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Figure 4.1. Popsicle sticks painted by kindergarteners in bright patterns that were
inspired by African cloth. The sticks were joined together to form a community art
installation that welcomes visitors to the school’s front office.

CES takes part in a grant program sponsored through the school district. Schools
were selected based on the financial need of their student body. The grant program allows
classroom teachers to have an additional hour of planning time each week by having their
students participate in an additional hour of arts and humanities instruction. This artsbased learning model is intended to engage students in project-based learning while
utilizing group projects. However, both the art and music teacher believed this goal is not
being met. The teachers support their claims by explaining the students’ inability to work
in groups and a lack of communication from the program’s instructional expert to the arts
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staff. Ms. Bass, the music teacher, shared that she knows, “It's a struggle with the little
kids specifically because they don't know how to work in groups. What the initiative
really is other than to get a fifth cultural arts in there for the teachers, so they have a
planning period every day.” Both the art and music teachers believed their principal is not
fully committed to the program and say he wishes they had a STEM program instead of
an arts and humanities program. In addition, support is lacking from the rest of the staff.
As Ms. Linderman, the art teacher, explained, “We're called an AEMI school, which is
Arts Empowered Mind Initiative, so it's arts integration. I feel like I try to put myself out
there as a resource for other people and it's just people don't have time or they don't really
have an interest.”
CES also follows the Positive Behavioral Interventions and Support (PBIS)
education model. PBIS is a three-tiered behavior program that is funded by the U.S.
Department of Education’s Office of Special Education Programs (OSEP) and the Office
of Elementary and Secondary Education (OESE)(pbis.org) A curious visitor can see the
PBIS model in action by listening to the way the teachers and staff interact with the
students. Positive reinforcements are utilized by complimenting positive behaviors and
rewarding students with a point system, in which students work towards a reward by
demonstrating positive behavior traits.
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Figure 4.2. A sign placed on the inside walls of the school’s entry way.

Figure 4.3. A sign on the left is attached to the front of the school building, reminding
students that they are kids “at hope.”
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I always find Ms. Linderman hard at work in her classroom. She never hesitates to
pause her work to give attention to anyone who walks through her doorway. Ms.
Linderman and I sit in her room talking before school starts, and a young girl pauses in
the doorway for a hug and Ms. Linderman compliments the award she is wearing around
her neck. A mere moment later, and without hesitation, Ms. Linderman jumps into the
hallway to break up a fight that has begun between two fifth grade boys. Her presence
brings a sense of great authority to the hallway and the kids immediately stop yelling at
each other. As kids make their way to their classrooms, they continue to stop in her room.
Some students find behavior charts and choose a prize to earn from her that day. She
smiles and has positive interactions with each of these students and asks, “What’s your
goal today?” One third grader comes in and is excited to share that he had a great day in
school the day before. “What did you do yesterday that worked so well for you?
Smiling, he replies, “I stayed in my seat.”
Ms. Linderman Gasps. “Let’s write that down for your goal today.” She takes his
chart and starts writing. “Did you also follow directions yesterday?”
“Yeah,” he replies.
“Great! let’s write that down for today too. Let’s go into the weekend knowing
you had great days two days in a row. I’m so excited for you!” The young boy leaves her
room with a proud smile on his face and ready to start his school day. This confirmation
demonstrates an act of caring, for when “we confirm someone, we spot a better self and
encourage its development” (Noddings, 2005, p. 25). As discussed in Chapter 3, a
teacher’s tone of voice alerts her students to an informal evaluation. Ms. Linderman’s
95

positive voice gave her student the informal evaluation that he was valued and that his
teacher cared for him.
Ms. Linderman is a 27-year-old teacher who has been teaching for nearly three
years, and all of those years have been spent at her current school. She feels supported by
her administration, but not by the school’s community at large. Most importantly, Ms.
Linderman loves teaching. “I went to college for art. Also knowing that I wanted to be a
teacher too, so it's a perfect marriage between my two passions.” Ms. Linderman has a
bachelor’s degree in fine arts and a master’s degree of leadership in teaching. In addition,
Ms. Linderman is currently taking part in a master’s program sponsored by her school
district. She is working towards a second master’s degree in arts integration, which will
come with an additional endorsement for her teaching license in arts integration. Ms.
Linderman knew before she had her own classroom that she wanted her room to be a
place here students felt safe:
I just knew that I always wanted to create a safe space for my students to express
themselves because that was given to me as a student in the art room. So, I wanted
to give back and pay it forward, and make sure that kids know that they have a
place where they can be honest and not alone.
For Ms. Linderman, care for her students starts before they enter her classroom through
the cultivation of an environment that feels safe and inviting. Noddings (1984) believes
the ethic of care is situated in a teacher’s pre-act consciousness, meaning teachers have
planned their actions before they interact with their students. Ms. Linderman’s pre-act
consciousness is on display through her cultivation of classroom environment.
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Ms. Linderman’s classroom is mostly an interior room with only one small
frosted window to the outside. The window film allows in a minimal amount of natural
light; nevertheless, rainbows fully occupy the space. Rainbows are everywhere, from the
“I can” learning objectives for each grade, to the rainbow boarders around bulletin
boards, macramé white fluffy clouds with streaming rainbow yarn of various shapes and
sizes in ROYGBIV1 order spilling out. Color wheels bring learning to the rainbows’
presence. There are signs categorizing colors into primary, secondary, tertiary, warm,
cool, and complementary. A colorful poster firmly informs visitors of the classroom
rules: 1. Respect self, 2. Respect others, 3. Respect property, 4. Respect learning, and 5.
Try your best. Llamas also occupy fill the room, grazing on signs telling kids to “leave
their drama for your llama mama” and “No prob llama.” There are shelves full of
children’s books. A beta fish swims in a tank, pausing to survey the kids who occupy the
room.
DaVinci’s Mona Lisa smiles at the students from a poster hanging at the front of
the room and from posters in the hallway that have been constructed by connecting jig
sawed sections, each one colored by a different student. Mona Lisa is an important
member of the classroom. To get attention Ms. Linderman will say “Mona” and the kids
reply “Lisa.” Ms. Linderman also frequently reminds the students to sit in their “Mona
Lisa pose” with their hands in their laps and lips closed. Ms. Linderman can make this
ritual into a fun game by calling attention to a student who is sitting in the desired way.

1

ROYGBIV is a mnemonic device used to communicate the order of colors in a spectrum; red, orange,
yellow, green, blue, indigo, and violet.
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Figure 4.4. Community art installation completed by students, who each took a section of
the DaVinci’s Mona Lisa and colored it independently before putting the pieces back
together.

Heavy wooden tables whose legs look like thick “T” are encircled by light blue
plastic chairs that screech when pushed on the tan linoleum floors. Blue plastic wraps the
fluorescent lights that line the room, softening the glow of the lights and harkening the
outdoors. The light covers were paid for by a donor her first year of teaching.
I did some research on student behaviors and that just blue is obviously a calming,
has a calming effect. The quality of our school is not the best. There are mice
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every day running around, and there's so much dust, and it's just an old, rundown
building and those florescent lights do not help the room’s ambiance.
The space is joyful and kid-centered; it is also very organized. Maintaining an organized
and functional room is important to Ms. Linderman.
Once you have back-to-back classes, you just can't keep up with keeping it
organized. I can deal with spills on the floor and then when kids have accidents, I
can totally handle all that. But when it's something that's in my control, like
getting the paints put away, that drives me crazy. So that's just the type of person I
am. I guess it's like a Type A person thing, which a lot of art teachers are not that
way, so it's silly.
Scene 1, 5th Grade: Perspectives on Evaluation
Evaluation is particularly difficult in arts classes, especially when the goal is to
encourage individuality. Eisner designed the evaluative dimension of educational
criticism and connoisseurship to look at the way student work is evaluated and the way
evaluations “influence the students’ outlook” (2017, p. 80). Ms. Linderman’s follows a
curriculum prescribed from her county, but she does have some flexibility in how she
decides to teach her lessons and how she evaluates her students. Giving her students
choices in their final art projects is important to Ms. Linderman. There are always
elements left open to her students to interpret and provided their own individual marks. It
takes insight and respect for individuality to allow room for students to interpret their
assignments, and this is demonstrated by the following scene.
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Today Ms. Linderman’s curly shoulder-length hair is worn down, she is wearing
plastic tortoise shell glasses, and she is dressed in green from head to foot (including
green tennis shoes) for a Green Eggs and Ham Day celebration at school. Positive
reinforcement begins before the students enter her classroom. Twenty-four fifth graders
wait in a line outside of her classroom, and the first thing Ms. Linderman says to them is
a compliment, “You guys are so quiet!” The students calmly enter the room and take their
seats. Ms. Linderman says, “Waterfall,” to which the students all make a “shhhhhhhh”
sound in unison. Ms. Linderman asks, “What do you need for one-point perspective?”
“You need one point in the middle,” a precocious boy answers.
“Why do we put one point in the middle?”
He replies, “So we know where all the lines are going to, this one point is like
sucking in all the shapes”
“Right! Or, you can think that the point is shooting out the shapes. They both
work!”
Next Ms. Linderman takes a few moments to show the students historic paintings,
some that used perspective and some that did not, explaining that they did not know the
math needed for perspectives in earlier art so their art did not look as realistic. She then
turns the conversation to the use of perspective in contemporary careers such as
architecture, interior design, and landscaping.
As is common for Ms. Linderman’s lessons, she has left different options for the
students to decide on their final projects. “Today is the day for you to decide. If you
practiced last week and decided that’s not what you want to do that’s okay, you can make
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a different decision today for your final project.” The students have four decisions or
choices to make for their art. They need to decide if they will use shapes or letters, if the
vanishing point will be in the center or corner of the paper, if they will use colored
pencils or pastels, and how they would like their background to look. Students who
choose to work with shapes begin tracing shapes that Ms. Linderman prepared. “Please
be careful with these geometric shapes, I cut these out so please be nice to my hard
work.” Kids work on their own, and the noise level of talking is low and allows her to
help the four kids who missed the last lesson in a small group.
After working with the small group, she walks around the room as the kids work
on their drawings and gives them guidance and praise. Quick informal evaluations allow
her to direct students in the directions they need to go. “Evaluations occurs everywhere:
when teachers listen to children read, when children hand in what they have written,
when students respond to teachers’ questions, and so forth” (Eisner, 2071, p. 81). As kids
begin to argue, Ms. Linderman speaks up, “People are having discussions that are not
school appropriate. I am hearing words that are not school appropriate and I need you to
use kind words.” With the argument over, Ms. Linderman continues to walk around the
room, interacting with her students one-on-one and creating brief, individual moments of
care. Next her natural positive reinforcement comes out. Upon inspection of a boy’s work
she says, “That’s pretty clever. That took some good mathematical thinking to figure
out.” When another student asks her a question about how to complete his artwork, she
reminds him, “You can do it however you want, it’s your artwork.” Encouraging students
to make their own decisions regarding their art is important to Ms. Linderman and shows
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how she is committed to helping students to make their own creative voices be heard
through their artwork. She does not want the work of the individual to look like the work
or that of another student. By allowing her students to express themselves she is
augmented her lesson to have an affective component. That is, she is allowing each
student to communicate a message of their choice. Each piece is going to look unique and
tell a different story.
A girl tells Ms. Linderman she is cold, and Ms. Linderman takes out a blanket and
caringly wraps it around the girl’s shoulders. Next, Ms. Linderman gets a ruler for a
young boy and just as he reaches out to take it from her, she quickly pulls it away. This
action is repeated five times with a mischievous grin on her face. The boy is in on the
joke and is smiling in approval. Seemingly incapable of standing still, Ms. Linderman is
constantly picking up unused supplies, making piles of rough drafts and final drafts, and
keeping the room tidy. As the fifth-grade class leaves her room, she always apologizes to
me for the mess, but it is the cleanest art room I have ever seen.
It stands to reason that teachers who are able to provide flexibility to their
students need to have flexibility in their own evaluation. When I ask Ms. Linderman how
she is able to evaluate and grade artwork that has such individuality to it, she replies,
When I am developing lessons, I think about the final product first. What should it
look like? What are going to be the “look-fors”? Then, I create the rubric using
my "look-fors". Once I've created that, I can then determine what choices the kids
will have. For example, the rubric for the 5th grade project is: 1. Use of one-point
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perspective, 2. All lines go from corners of shapes to the vanishing point 3. Use of
shading to create depth, 4. Craftsmanship
We review the four “look-fors” and as long as they keep those four things in
mind, then they have creative freedom. I think it's really important to give kids
choice especially in art, so I always try to incorporate that as much as possible!
So, as long as expectations are in place and clear for what I'm looking for when I
grade, then it doesn't make it any more difficult for me for grading. It actually
makes grading more fun. I would hate to look at the same cookie cutter projects
over and over. I love seeing the kids’ personal expressions in their work.
Ms. Linderman shows how allowing students flexibility does not need to make evaluation
harder. In fact, it can make the process more enjoyable for the teacher by exposing her to
a greater variety of submissions and offer approaches she might not have considered.
Unfortunately, photograph examples of the finished projects were not available at the
time of dissertation submission. This lesson happened shortly before schools were closed
due to the COVID-19 pandemic.
Scene 2, 1st Grade: Care is Contagious
There is an old phrase that says, “Caring is sharing.” In the case of teaching, this
phrase should be expanded to say, “Caring is sharing your passion.” Ms. Linderman is
passionate about art, both in its creation and in its history. “I like to talk about the art’s
history, the person who painted it, their emotions at the time or their back story.” Her
commitment to teaching the emotions and stories surrounding the artwork augments the
lessons she is required to teach. Indeed, these additional details bring an extra layer of
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learning to her students. Ms. Linderman’s love and passion for art is palpable in her
teaching and is something that is not lost on her students. It is common to hear her
students she is “excited” to teach them a new concept. Additionally, she makes the
history behind the art exciting for her young students. Eisner expounds on the
interconnectivity of knowing and feeling working together for affect and cognition, for
“affect and cognition are not independent processes; nor are they process that can be
separated” (1994, p. 21).The transferring of Ms. Linderman’s passion for and knowledge
about art and art history are on display in this next scene.
Ms. Linderman welcomes a first-grade class immediately after fifth grade leaves.
All of her students but one joins her on the carpet at the front of the room. “Jason, I miss
you,” she tells him. “Please come to the carpet.” Jason acquiesces, and once everyone is
accounted for at the front of the room, instruction begins. “I am super excited because we
are starting a new project. But first, who can tell me what we learned about last week.”
Ms. Linderman gets excited when a boy says the word “perspective.” “That’s a tough
word to say and a tough word to learn about, but you guys rocked it!”
Before the lesson can move on, another boy shouts out, “I’m moving, and I don’t
know what that means.” Ms. Linderman stops what she is saying to address the boy and
ask him several questions:
“Are your brothers moving too?”
“Are you living with your mom or your grandparents?”
Then the sweetest moment of positivity takes place. Looking her young student in
the eye, Ms. Linderman says, “Well first, I am going to miss you, and second you are so
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lucky because you are going to have these friends and then you are going to make even
more friends at your new school!” The young boy smiles at her and the lesson continues
on again.
“Today we are going to learn about stained glass.” Ms. Linderman gives them a
history of stain glassed windows and how they would find them in churches. She quickly
tells them how they used metallic salts of gold and silver to get different glass colors in
middle ages, and how they cut the pieces of colored glass and use pieces of led in
between like making a puzzle. Next she shows them a window by Frank Lloyd Wright
and draws attention to the use of abstract shapes.
A young girl yells out, “Yesterday we learned about Keith Haring!” Ms.
Linderman responds,
“Yes, Ms. Johnson told me. How exciting! Thank you for making a connection
between these two artists.” Next Ms. Linderman asks, “So, why are stained glass
windows important? It is because they sometimes survive a long, long time and also, they
can tell stories! Let’s look at a couple of examples.” She pulls up a picture of a stainedglass window showing a boat with a single white sail. “This one is not very old, maybe
just ten or twenty years old” she informs the kids. One girl says it looks like the
beginning of Disney’s movie Beauty and the Beast. “Yes, I’m so glad you made that
connection! They used their stained glass to tell a story. Think about a story that can be
told in stain glass.” She changes slides in her PowerPoint presentation, “Look at this one,
it tells us a story that bears eat fish.”
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“You probably want to know what our stained glass is going to look like. We
can’t make real stained glass because it’s dangerous, so we are going to use paper. We
are going to use something that will blow your mind. We are using something called a
coffee filter. People use these at home to make coffee. They put their coffee beans in here
and the water flows through it and comes out as coffee.”
“Doesn’t the water ruin the filters?” one excited boy asks.
“No, that’s why we are using them! It’s like magic! You can make as many as
you like. I went to the grocery store last night and I bought 400 of these!”
“You are rich!” a few kids yell out.
“Well, thank you for thinking that, but I only spent four dollars.”
Next Ms. Linderman pulls up an instructional video she has made for the lesson.
Ms. Linderman started making instructional videos just over two years ago. Before she
had the videos, she would project her examples through a document camera at the front
of the room, showing the kids her working examples as she made them.
It was really not a good document camera, it cut half the stuff off and I was just
like, “Okay, there's a problem here.” I'm looking down at the art as I'm creating it
and it's not my best work because I'm trying to rush through it, and then I can't
look to see if kids are raising their hand. So I was like, “What can I do to keep
them at their seats, where I don't have to do the work with my head down? Oh, I'll
just record it and put it on YouTube.” To me, it was such an obvious thing. I don't
know why more teachers don't do it. I've taught classes to other teachers in the
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county on how to record. It was crazy how much that helped my classroom
management.
Kids watch her demonstration video as she talks about what they are seeing. She then
tells them, “You get to decide what colors to use. Maybe primary colors, or secondary, or
even rainbow colors.” One boy has recently changed classes due to behavior difficulties.
Ms. Linderman makes sure to call on him whenever he raises his hand and continues to
compliment him throughout the class, providing positive reinforcement. When her
demonstration video ends, Ms. Linderman lets the class decide through a vote if they will
watch a short video on stained glass now or next week. They vote and decide to wait until
next week. Another quick opportunity was provided for her students to make a choice.
Kids are dismissed to the tables where they get to begin their stained-glass
project. Coffee filters are passed out and watercolors are ready and waiting for them at
their tables. The small children sit with their feet dangling eight inches from the floor,
swinging back and forth as they await their materials. Anticipation fills the room as
students begin painting their coffee filters.
“Look my colors are mixing!”
“My coffee filter is already dry!”
“It IS like magic!”
“I’m only choosing to use these 4 colors.”
“My green and blue just mixed!”
Ms. Linderman tells the class that she will play some popular music without
words and if they are quiet, they will be able to make it a game and guess what song they
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hear. The first song comes on and the kids instantly recognize the melody and bust out in
an impromptu singing of “Señorita” by Shawn Mendes and Camila Cabello. The second
song to play is “Old Town Road” by Lil Nas X, featuring Billy Ray Cyrus, and the kids
know it by the second chord. Joyfully, they begin singing along right away. All the while,
the students are dipping their paintbrushes into watercolors and then touching their
brushes to the coffee filters, watching the paint spread like magic. As the students finish,
they have the choice to do a free-draw or read a book from her classroom library until it
is time to go back to their homeroom.

Figure 4.5. 1st grade students paint with watercolors on coffee filters.
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Figure 4.6. The final project of coffee filter stained glass with patterns cut from blackconstruction paper, back lit from the window situated behind the artwork.

Ms. Linderman’s excitement and her care for art was contagious. Her students
happily followed her into the magical world of coffee filter painting. The students sought
out the joy in the situation because their teacher told them it would be there. Noddings
asks us to consider if “emotion is connection with motivation and the achievement of
goals, it is natural to ask whether emotion is facilitative or nonfacilitative in
accomplishing our purposes” (1984, p.143). In the case of Ms. Linderman’s first grade
class, the data points to the joy inspired by art making was facilitative. All of the students
were engaged throughout the lesson and will assuredly be excited to return.
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Scenes 3 and 4, Kindergarten: A Little Bit of Magic
Pedagogical techniques are as unique as the personalities of the teachers
themselves. As Eisner explains,
virtually all curricula are mediated by a teacher. How that mediation occurs has a
substantial bearing on what is being taught and learned. One of the most insistent
outcomes of research on teaching is that the “same” curriculum is taught in
different ways by different teachers, so that how students experience the
curriculum is inextricably related to the way in which is taught (2017, p. 77).
Often what makes a lesson come alive is a little bit of “magic.” Making the everyday
seem magical is a trick that will have lifelong dividends. Ms. Linderman is a magician of
the best sort. She is able to take a mundane prescribed lesson topic and breath interest and
excitement into it for her students. Making art come alive for her students is Ms.
Linderman’s way of sharing her passion and care for art, and her passion is contagious
amongst the students.
Ms. Linderman steps out into the hallway with a smile on her face and to greet her
kindergarten class. “I’m so glad you are here today!” Every kid comes in and those who
initiate a hug receive one as they make their way to the carpet at the front of the room.
Once the kids are seated quietly at the front of the room, Ms. Linderman acknowledges a
girl who she thought was the Mona Lisa because her lips are closed, and she is sitting
with her hands in her lap. To which the girl beamed in confidence and the other five and
six-year-olds giggled. Next, Ms. Linderman takes out her “magic wand.” She waves the
wand over the head of every student, and when she finds a magic helper, a light at the tip
flashes on. Her classroom management skills are out of this world. She masterfully crafts
reminders of expectations disguised as fun and games. Ms. Linderman never raises her
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voice. Instead, when she needs their attention, she uses a sing-song voice that grips their
imagination. Dewey would call Ms. Linderman’s classroom management an “objective
condition” that is in “regulation by the educator” insomuch that it “includes what is done
by the educator and the way in which it is done, not only words spoken but the tone of
voice in which they are spoken” (1997, p. 45).
Class begins with story time and a reading of Eric Carle’s The Very Hungry
Caterpillar. The kids sit completely under the reader’s charm. As Ms. Linderman reads,
older kids walk by in the hallway, waving to her and she waves back, never missing a
word or inflection in her reading. Reading of the book serves as an introduction to the
kid’s next artwork. Today the kids are going to paint leaves and next week they will
make clay caterpillars to sit on their leaves. Ms. Linderman begins to play one of her
tutorial videos, and as she does so she beings to tell them an impromptu story about
drawing a leaf. “The leaf needs veins to catch the water when it rains. Look at them
reeeeeaaaching for the water” she says elongating the word “reaching” and as she does
so, reaches her arms out to the sky to demonstrate. “All leaves are different there are no
two leaves that are the same, isn’t that wonderful?”
Students are sent to their tables to begin work and as kids draw, she walks around,
showing care for her students through personal interactions. “You are using such kind
words” she compliments a boy wearing a superhero t-shirt. The kindergarteners sit on
chairs designed for older elementary students. Their feet dangling inches over the floor
and some untied shoelaces hang like fishing lines, nearing the linoleum floor. She
reminds the kids to only use the green paint by saying, “We only need to wake up the
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green paint, all the others still need to sleep.” Everything has a story making art come
alive and inspiring the playful minds of her young students. She commands with her
positive energy and being just a smidge larger than life, so the kids are compelled to
watch her and listen. As class comes to an end, she gets kids excited to come next week
by saying no one can get sick and miss school next Friday. “Wash your hands and cover
your sneezes. I can’t wait to see you next week!”

Figure 4.7. Ceramic caterpillars munch on paper leaves that are painted in shades of
greens and yellows.

A few weeks later, kindergarten starts a new unit Ms. Linderman calls, “Rain,
Rain Go Away,” after the childhood song. Once the kids have entered the room, received
their hugs, and sat on the carpet she starts a video of a thunderstorm. “Everyone has
different feelings about thunderstorms. But, let me share mine. I love thunderstorms. I
love falling asleep when it’s raining. I love on summer nights when the rain comes and
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cools everything down. I want us to really look at the thunderstorm. This is a video of a
real thunderstorm. This is as loud as it gets, it’s not a scary video.” Ms. Linderman
wanted to make sure her young students felt comfortable with a potentially scary topic for
them. “Before I showed the scary video, I tried to preface it doesn't have to be scary, that
you can be really calm. I don't know if you noticed I swayed them into thinking it was
calm. It was a premeditated emotional choice.” This shows Nodding’s belief that care is a
pre-meditated act (1984). Next she tells them, “Think about what colors you see and then
raise your hand if you want to share what colors you see.” Excited hands shoot up,
accompanied by the colors black, purple, and white. One boy sees a face in the cloud
while another sees the number two in the lightning. “Who’s sitting quietly?” she sings to
the kids. Nathan is called on.
“I see violet.”
“Yes!” she answers, “That’s why I paused it here, good word!” One of her
teaching requirements from her school district is the use of “I can” statements. These
statements are read by the students and alert them to the lesson’s objectives. Ms.
Linderman has the young five and six-year-olds repeat after her, “I can use analogous
colors, printmaking, and collage to create rainy rainbow art.” Again, she sing-speaks
making the big words in the sentence seem magical and not overwhelming. “What does
analogous colors mean?” she wonders out loud, “I’ve never taught you before.”
One kid braves a guess, “It’s a kind of colors. Like rain colors”
She replies, “You are making a great guess and you are putting some connections
together. Let me tell you. I’m so excited to teach you! (clears throat for dramatic effect)
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These are my favorite kinds of colors! Analogous colors are three colors next to each
other on the color wheel.” She then shows they groups of 3 colors next to each other on a
wheel. “We are doing magic painting today in a brand-new way that’s going to make you
go crazy! Are you sitting in your Mona Lisa pose?” She then starts her demonstration
video.
“We are going to color on this small piece of clear plastic with analogous marker
colors (and you get to choose the colors you want.)” Giving kids the power to choose and
the confidence to do so is a staple of Ms. Linderman’s teaching. Narrating the
instructional video that is playing she says, “Now that I have colored all of my colors on
the clear plastic, I’m going to make the paper wet with a paint brush, I’m going to put my
clear plastic down on the paper and I’m going to make a print! I don’t even need to put
more marker on it or put more water on paper and I can make a second print before I
color on the paper and start it again, filling my whole paper up. We are going to have
even more fun now. Here it comes, next we are going to take paint on a plate and use it to
stamp our art. First, we will use bubble wrap in the paint and stamp it just a few places
here and there. Then take the raindrop stamp and paint it. Now watch this, I love it so
much. Watch what happens. I set it down where I want and then I pick it up.” The kids
squeal with approval and excitement.
Students take charge of their environment as the print making begins. They are
given jobs for passing out the supplies, and later cleaning the supplies. The kids are
expected to clean themselves once the messy printmaking is complete. These five and
six-year-olds run a tight ship, and Ms. Linderman is their seaworthy captain. Throughout
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the hour you can hear kids saying, “This is fun!” as they create and as they clean. Kids
excitedly approach Ms. Linderman to share their artwork and to ask for advice. More
encouragement of independence is given as Ms. Linderman reminds one young girl,
“You’re the artist; you get to decide when you are done.” Part of Ms. Linderman’s
teaching philosophy is clearly displayed here:
At the end of the project, I want them to look at that and be 100% sure that that
was their art and it was all their idea, and it wasn't because of what I said or
guided them or drew something for them. In the general education classroom, it's
like you either got the answer wrong or right. So, I'm trying to teach them it's up
to you. This is the one very few places in school where it's totally driven by you,
for you, because of you.
Ms. Linderman is a teacher who infuses her teaching with energy. She tells her
students stories as they create art, and in turn her students are able to let their imagines
run wild as the create their own artwork. Just as Ms. Linderman showed pre-meditated
care when describing the thunderstorm video, har augmentation lessons include preplanned ways of allowing her students to show personal expression. Giving her students
the power of choice starts when they are in kindergarten. This is a skill that will be
developed over the six years they are in her care.
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Figure 4.8. Kindergarten finished rain prints with large rainclouds and rainbows glued on
top.

Figure 4.9. A kindergartener gets ready to stamp using blue paint and bubble wrap.
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Visual Representation of Data
As I discussed in Chapter 3, visual representations were generated for each
teacher. Qualitative data including interview transcripts, classroom observations, and
written communications were analyzed through the NVivo qualitative data analysis
software (Version 12.6; QSR International, 2018) to discover word frequencies. Common
words were then excluded from each generated list, and the top eight words were then
used in the generation of data visualizations. These word frequencies allowed me to find
each participant’s unique themes as well as to identify overarching themes presented by
each individual teacher.
Common words excluded from Ms. Linderman’s common word search were:
much, want, year, going, come, right, grade, talk, day, never, okay, first, around, little,
sometimes, still, also, constantly, every, put, and stuff. Ms. Linderman’s data
visualization takes the form of a single-point perspective drawing, just as in the lesson
she was teaching the 5th graders. Ms. Linderman’s eight most frequent words in
descending order are: arts, know, think, teacher, kids, time, feel, and kind. Through Ms.
Linderman’s frequent words you can see that helping her students know, feel, and think
through the arts is important to her. Relationships also appear through the frequency of
the words teacher and students. Kindness is also important to Ms. Linderman as it was
included in her top eight words.
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Figure 4.10. Visual data representation of the top eight frequent words takes the
form of a sign-point perspective drawing. The top eight words in descending order are:
arts, know, think, teacher, kids, time, feel, and kind.

Final Thoughts about Ms. Linderman
Ms. Linderman’s vignettes were seen through the conceptual framework of
Eisner’s dimensions of evaluation, care, and pedagogy. Vignette one showed how
evaluations can be done when giving students choices for their final projects. Connecting
with her students is important to Ms. Linderman and she works hard every day to help
form caring relationships with her students.
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I have certain kids, I know their background and I know certain traumas they've
been through, so maybe it is appropriate or isn't appropriate to bring that up and
talk about that in the classroom or find an artist who's similar or whatever. So I
think it's really important to be premeditative and constantly thinking. And that's
that energy part too. We're constantly spending all of our energy thinking about
these kids and their needs and how we can fill them.
Ms. Linderman constantly demonstrates care for her students by monitoring both
their physical and emotional comfort. She also consistently infuses her teaching with
lessons on making individual choices and making personal expressions through art.
I think it's more like it just happens. I like to talk about the art historian, the
person who painted it, their emotions at the time or their back story, which kind of
ties in emotion. It's never really the forefront of what I do because I feel like
already so naturally, emotions are tied into art without even trying too hard. I
think just in all my lessons, emotionally, I try to go around and just give everyone
some sort of positive feedback, explicitly, so being like, "Oh I really like the way
you did that line. You're doing a really nice job with your stance. You picked
some really good colors."
Vignette two showed how Ms. Linderman’s care for her students and her care about art
were contagious. Ms. Linderman’s own passion for art is palpable and her students
appear to react to her energy in positive ways. The final vignette showed that teachers can
infuse their pedagogy with a little bit of personal magic to help make the material come
alive for their students. Ms. Linderman is the kind of teacher students will remember
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years after they mature out of elementary school. Her effervescent way of interacting
with the students and making the everyday mundane feel magical are sure to leave their
marks on the memories of her students. Ms. Linderman’s care for art and her students
have created the ideal location for learning to occur and life-long relationships with art to
be formed. She may be a beginning teacher, but her teaching skills are masterful.
Ms. Bass, Journeyman Music Teacher
Ms. Bass works at Colonial Elementary School with Ms. Linderman. We meet
outside the school’s front office, and she greets me with a warm smile and hug. Ms. Bass
is a 39-year-old, recently divorced, mother of two. This is her sixteenth year of teaching
and her third year at her current school. Today Ms. Bass is wearing running shoes, jeans,
a sweatshirt she takes off and ties around her waist, and a t-shirt with an eighth note
surrounded by a red and white bullseye asking “I create music. What’s your
superpower?” Ms. Bass loves teaching and music. She wants “to plant the musical seeds
in children and have that grow in their lives.” She personally connects with the
contemporary music curricularist John M. Feierabend’s philosophy when he asks
teachers to reflect where they want their student to be in 30 years. Ms. Bass answers this
question, “I want them to be able to sing to their own children and feel comfortable
dancing in front of people” As Dewey says, “A purpose is an end-view” (1997, p. 67).
Ms. Bass has an end-view, or in today’s vernacular, she is playing the long game. She
keeps an eye on the future of her students, looking well past the next standardized test
score, to their adult lives. Ms. Bass feels she has recently reconnected to the idea of being
artful. “I think that is a piece that I've been missing in my teaching, is that artful piece. It's
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the kids need to see music being performed emotionally and artful, otherwise they're
missing out on a whole piece of music.”
Walking a few short steps takes us from the front office to the music room. There
is a slight scent of valve oil and resin coming from the stored school band and orchestra
instruments in the room. Seasoned musicians would identify this smell of music and
instantly feel invited to open their instrument cases and start playing a tune. The
classroom is mostly void of furniture, allowing the students to form large seated circles
during instructional time. There are two large rugs on the floor, each holding a five by six
grid colored by the red, orange, green, blue, and indigo of a rainbow. The rugs provide a
protective barrier between the kids and the cold, hard linoleum floor. Ms. Bass explains,
“I have the two carpets. I decided on two carpets so I can have an A side and a B side.
That way, if I need to divide them into two groups, I can do it quickly. Also, so that they
have more separation to cut down on behavior issues.”
Green chalkboards and an electronic SMART board hang on the walls next to each
other, old technology and the newest technology juxtaposed together. Ms. Bass desk is a
50-year-old remnant from when the school first opened, and her desk chair is a hardplastic orange student chair. This school does not have extra funds to provide their
teachers with newer furniture. The top of her desk is occupied by a pile of books by John
M. Feierabend, and underneath sit a pair of green rain galoshes and a large umbrella
ready for an all-too-common rainy “car duty” before or after school.
A large poster hangs prominently at the front of the room. “I have the rules up front,
so they know expectations.” The poster looks like an acrostic poem with the first letters
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of each of the rules smells out the word “music.” The poster reads, “Make choices that
will help you and others. Use instruments and materials with care. Speak, sing, and play
only when asked. Immediately follow all directions. Consider others and be kind.”
Children’s artwork hangs from various locations throughout the room. Some are posters
made by the students about world musical instruments and some are personal gifts,
expressions of care from students to Ms. Bass. Kindness and care are important themes
in Ms. Bass’ classroom.

Figure 4.11. Large poster that states the classroom rules using the acrostic of music.
122

The room is a noisy space, even when it is empty. The hum of the monolithic air
return vents constantly resonates. Three lines of fluorescent lights add their own hum
under the constant drone of the HVAC unit. On the days the band and orchestra teacher
visits the school, the noise from the ensembles invade Ms. Bass’ classroom. The noise
from the band and orchestra classes appears to affect both the students and the teacher.
“Those classes tend to be really tough, more specifically when band is going on. My
students at those times are easily distracted and sometimes they ask, ‘Can they please
stop?’"

Figure 4.12. Student artwork given to Ms. Bass as a present.
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Scene 1, 1st Grade: The Structure of Rhythms
Eisner sees the structural dimension of schooling as how the instructional time is
divided. However, most teachers would also tell you that classroom structures of norms,
rules, and rituals are of equal structural importance. The instructional time may be
divided to allow five minutes at the beginning of class to allow the students and teacher
to reconnect and transition into music instruction. However, as the following scene
demonstrates, it is the ritual allowing the teacher and her students to reconnect that truly
makes this reoccurring structured time so important.
Sixteen excited kindergarteners follow Ms. Bass single-filed, into the music room.
Ms. Bass is singing a welcome song while leading the line around the room until the line
has morphed into a circle. The first verse of the song invites the students to sing together
and the second verse asks them to jump together. Before the singing of the third verse,
Ms. Bass asks the students if they would like the third verse to ask them to clap or pat
together, and the students vote to clap. When the welcome song is complete, Ms. Bass
sings, “Hello class,” to which they sing back, “Hello, Ms. Bass.” Music classes are only
30 minutes in length, so Ms. Bass has the students sit down on the floor, in their circle,
she then sits on the ground with the kids, wasting no time starting the lesson. Ms. Bass
says, “I hope you all had a great weekend.”
“I didn’t,” a young boy wearing a superhero t-shirt replies.
“I’m so sorry to hear you didn’t have a good weekend. I hope to make your week
better here in music.”
Next the same student informs her, “I bumped my head yesterday.”
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Knowingly Ms. Bass nods her head and says, “Oh is that why you are sad?” He
replies yes and she smiles warmly at him. Ms. Bass then asks the class a warm-up
question, “What is your favorite thing to do on the playground?” Carl the stuffed cactus is
sent around the circle and it is the student’s turn to answer when they are holding him. It
is clear from the smiles on the students’ faces that Carl is a beloved friend. As Carl is
passed around the circle, most students greet him with a squeeze and a smile and Ms.
Bass takes time to greet each student by name. She knows all of the school’s 466 students
by name and never needs to consult a seating chart. Ms. Bass reacts with surprise noises
and confirmations as kids share their favorite playground activities. Some like the swings,
one girl likes to go to the park with her dad and pushed on the swings and another boy
says he likes to dig holes. Ms. Bass always gives a positive response, like “Oh that does
sound fun,” or “I like that too.”
After every student has had their time to share Ms. Bass asks, “What’s a one
syllable word?” Rapid-fire answers come as she calls on students with their hands up,
“Cat,” “Dog,” “Coat.” Ms. Bass’ lesson is about basic rhythm reading. Ms. Bass
compares the students’ pre-existing knowledge about single syllable words to the new
concept of quarter notes. She further uses the Kodály Method’s one syllable sound of “ta”
to represent quarter notes. Next Ms. Bass reviews eighth notes and the Kodály sounds of
“ti-ti” for eighth notes. Teaching rhythm reading to very young children goes against Ms.
Bass personal teaching philosophy as she wishes she could wait to teach rhythm reading
until her students were older, have heard more music, and have more musical experience.
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However, she is required by her school district to teach rhythms and her principal strictly
holds her accountable to the school district’s curriculum.
Well for brain development wise, I haven't done research, but based off of what
I've learned from looking and reading and listening to John Feierabend talk, and
he's done a lot of research, is that up until age seven this is our chance to grow
their musical pot, right now it's up until age seven it's still soft clay, so you can
grow their capacity. After age seven you can't grow that capacity anymore. I
would say I would push that to second grade. I would do no literacy with them if I
could until second grade, because it's not necessarily developmentally appropriate
for them.
The school district has provided all general music teachers, like Ms. Bass, a PowerPoint
slide deck with songs already chosen and pre-planned activities ready for teaching. This
heavily prescribed curriculum makes it difficult for teachers to insert direct instruction for
anything other than the school district’s curriculum. Ms. Bass still finds a way to augment
these lessons by incorporating affects into her teaching. She is a very affectionate
educator and expressing her feelings is who she is as a person, making her caring
connection with the kids constantly visible.
The lesson continues, but a young boy starts crying in the middle of her
instruction. Ms. Bass stops her lesson and plays a video of a well-known song using the
smart board at the front of the classroom. The song is one the kids know and can sing
while she consoles the young boy, saying “I’m so sorry you are so upset sweat pea.” He
calms quickly and Ms. Bass suggests he goes to get a drink of water in the hall and come
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back when he is feeling better. The song concludes and Ms. Bass brings the students’
attentions back to her. The kindergarteners focus on everything Ms. Bass is saying,
despite the background noise of strings sounds filling the air from the room next door,
where the beginning strings class is meeting. The notes floating in are all slightly askew,
some flat, some sharp, but all making music together in a time-honored act of string
players developing their ears and adjust their finger positions.
Ms. Bass breaks her students into four small groups. Each group is given a set of
music note manipulatives and each student is given a card that has the time signature 4/4
at the front and four blank spaces. The students begin to fill the blank spaces by placing
music note manipulatives over them. By filling in the blanks, the students have composed
a measure of rhythm that they can clap and say. Ms. Bass walks around the room, hearing
each student at least once. Students who are struggling with the lesson’s content get brief
one-on-one instruction where she is able to help them hear the two syllables of “ti-ti” and
associate them with the two note heads on each eighth note paring. Ms. Bass takes note
that the class is having more trouble focusing and seem different than normal. A
substitute teacher picks the class up after their 30-minute music lesson is over, and Ms.
Bass says she now understands why they were acting “off” today. She is very in touch
with her kids and knows the subtle nuances of their behavior.
Time-honored classroom expectations and rituals are included in this example of
Eisner’s structural dimension of schooling. The instructional time was divided in a
predictable way for the students. The school district provided the material that Ms. Bass
placed into the structure of her teaching. The rituals included by Ms. Bass during the
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instruction times were valuable by allowing the students to personally connect with each
other and their teacher.
Scene 2, 5th grade: Curricular Icing
The curricular dimension in educational criticism and connoisseurship “focuses
upon the quality of the curriculum’s content and goals and the activities employed to
engage students in it” (Eisner, 2017, p.75). Teachers are often held accountable to
teaching prescribed curricula and having their students reach specific benchmarks.
Augmenting a curriculum with an additional affective element does not need to impede
these job mandates. If curriculum and evaluation are the layers of a cake, then an
augmented curriculum teaching artistic affect can be the icing binding the layers together
and making the cake sweeter for the students and teacher to eat. Ms. Bass recently
discovered this for herself,
I have to follow the curriculum, but also through that time, especially this year,
I've been trying to put myself into the curriculum. What's helped me grow is
finding a philosophy that meets how I really feel about teaching music with
emotion that has really helped grow me as a teacher. I wouldn't necessarily have
found all that if I hadn't decided that's something I really want to do.
The following scene will depict how Ms. Bass is able to teach the songs and concepts
required by her school district’s curriculum, while still adding an emotional icing, making
the lesson more engaging for both her and her students.
A group of 5th graders quietly enter the room, the only sounds in the room are
ones that have escaped from the band and orchestra room next door. A saxophonist plays
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a scale. A trombone slides from its lowest note up through its seven slide positions, in
one continuous glissando, and kids can be heard chatting and giggling loudly as they
assemble their instruments. The band room door opens and more noise flows out filling
the space, as a 5th grade girl emerges with a bass clarinet just inches shorter than her own
standing height. Ms. Bass’ students take their seats on the floor, forming a circle. Carl the
cactus makes his round through the students and everyone has an opportunity to share
what they did over the weekend. Ms. Bass than explains that they will be revisiting the
song they sang last class. This time she is asking the kids to listen again and think how
the composer felt as they wrote the piece and how they feel when they listen to the song.
She then takes a moment to say to the class, “Remember, there are no wrong feelings
here.” Ms. Bass starts the music from the classroom’s smart board. Instantly, the sounds
of Jamaica fill the room courtesy of a cheerful melody that is accompanied by syncopated
rhythms. The song, “Water Come a Me Eye” is a song that has somber words but a
cheery sound, so answers about emotions run the gambit between the two affects. The
text of the song reads, “Ev’ry time I remember Lisa, Water come a me eye. When I think
about my gal Lisa, Water come a me eye. Come back Lisa, come back girl, Water come a
me eye.” (Makingmusicfun.net) One girl says the song makes her happy, and another
says it makes her think of a beach.
A boy with curly blond hair replies, “It makes me feel sad. I was looking at the
lyrics and I think it’s about getting saltwater in the eye, and that doesn’t feel good.”
Ms. Bass says, “Let’s see if we can make the music feel the emotion we are
thinking of. I’m going to sing, and you echo back to me sounding sad.” Ms. Bass sings
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the melody without any accompaniment, sweetly and slowly. When she is done, the class
echoes her melancholic singing and the room takes on an air of longing and loss. When
they are done singing the song acapella, Ms. Bass encourages them to “Really find a way
to show your sadness through your voice. This time we will sing the song with a musical
accompaniment.” The class sings along with recorded track. The sixteen students are
diverse, some are White, Latinx, African American, and Asian. The students begin
singing the song sadly and within the style of the Caribbean island nation.
When the singing concludes, Ms. Bass changes her face, as though lighting a
flashlight from within and with a big smile she asks the class, “How can we make it
sound happier? We can’t change the words.” One young lady recommends they sing the
words with a little more pep and Ms. Bass confirms, “Yes, accenting the notes would
help.” Just before starting the music again, she reminds the students, “don’t forget you
are at the beach!” The second time around, kids sing with more energy and start
spontaneously swaying in place from their assigned spots on the carpets. Smiles begin to
appear on faces and the students appear excited to be in a happier artistic frame of mind.
Next, Ms. Bass has the students close their eyes and listen to a new song and she
asks them to think of one word to describe the emotion of this music. The Dutch spinning
song “Sarasponda” fills the room. “Sarasponda” is a nonsense folksong, made up by a
simple melody that is sung with nonsense syllables. Because there are no words for the
students to associate emotions with, it is easy for them to sing the music using different
affects. Taking turns, the students predict they can sing the song energetic, neutral, calm,
relaxing, passive, and excited.
130

Ms. Bass tells the students, “Let’s first use energetic. Repeat after me please.”
She starts to sing the music in an upbeat and accented way. To demonstrate the melodic
shape of the song, she moves her arms in large sweeping movements, looking like a wave
rolling onto the shore. Next, she has the class sing the song in a calm way. The song is
sung slowly and calmly with smoother and slower arm movements. The students appear
shocked when she informs them that she sang the exact same pitches for both versions of
the song.
She asks the students, “What are some ways I changed my voice from energetic
or calm singing?” One student reports she was louder for the excited version and quieter
for the calm version.
“That’s called my dynamics! I did change my dynamics exactly as you said.”
Next, a girl nervously suggests she changed the tempo of the music.
“I LOVE that you used the word tempo, you made my day! And, you are right, I
did sing slower for the calm version.” A huge toothy smile and happiness radiates off of
the young girl’s face. This smile indicates that care has been received by the student
because she has responded to her teacher’s effort (Noddings, 2005).
Ms. Bass asks, “Did I change the way I said the words?” When the students
cannot agree on the answer, she sings the words both ways, back to back so they can hear
the more punctuated speech pattern of the excited singing. The students seem to
unanimously hear the differences this time around.
Now that the students have been exposed to the power of musical elements in
performance and the way these elements demonstrate emotions, it is the class’s turn to
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sing “Sarasponda.” The kids get to decide if they sing calm or excited first, and they
choose unanimously to be excited. In their excitement, the students rush their singing
ahead of the recorded musical accompaniment. When the song comes to an end, Ms. Bass
asks, “If you were the leader of the ensemble, what would you tell them? Am I going to
say that was beautiful or did we get off with the accompaniment?” The students all agree
they were off. The second time around they stay in a steady tempo in time with the
recording. Next, the students and Ms. Bass agree to try singing the song calmly. They
discuss the elements of their performance that they have control over and how they can
use those elements to convey a calm affect. The students decided to sing slowly, without
any hard accents or punctuations of the words, and they want to sing softly. Instantly
there is a transformation in the sound of their voices. Their timber is softer as the students
have now switched into their head voices. The tuning is tighter, and without
encouragement, the students begin to gently sway together. Once the students leave the
room, Ms. Bass reflects, “They got into it more, and I was impressed they got it so well.”
She hopes the lessons from this lesson continue into the next time her 5th grade chorus
meets to rehearse. As we talk, Ms. Bass tells me how recognizing the power of song
choice has helped to shape how she approaches her teaching.
There's an Andy Grammer song, “Not Giving Up on Me,” and I used this song for
a lesson. I was surprised when kids just started crying hearing that song and
singing that song. Then that happened again when we sang a song about the
school shooting in New Hampshire. I didn't necessarily tell the students what the
song was about, I just told the students it was written after a tragedy so they could
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kind of get a link. I didn't want to necessarily tell them it was from that school
shooting, because I was afraid of what kind of things it would bring back for
them. Or what things that have happened in their life, there was quite a bit of
emotional attachment that way for them as well.
Ms. Bass has made a connection between the care she has for her students and the
care she has for music and its affects. She recognizes the emotional power certain songs
have over her students and she wants to use that power to help her students have a
positive school experience and have a positive moment of childhood where their past
traumas are not causing them pain. Because Ms. Bass knows her students and their past
traumas, she makes decisions about song choices to fit their emotional needs. She is
augmenting their learning by making positive personal connections to the students’ lives.
Scene 3, 5th Grade Chorus: Intentional Feelings
Curricula have their stated and unstated goals, and so do teachers. In the
following scene, we will see Ms. Bass lead her 5th grade chorus through a rehearsal with
a very specific personal intentional goal. This vignette will be described through the lens
of Eisner’s intentional dimension. The intentional dimension “deals with the goals or
aims that are formulated for the school or a classroom. The term intentional designates
aims or goals that are explicitly advocated and publicly announced as well as those that
are actually employed in the classroom” (Eisner, 2017, p.73). Ms. Bass is intentionally
augmenting her lessons with affective elements. Chorus in Ms. Bass’ school district does
not have a strongly prescribed curriculum, so there is much freedom when preparing her
students for concerts. This scene will show how intentionally inserting an affective
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complementary curriculum brought about a deeper and more meaningful music
experience for both Ms. Bass and her students.
Three days later, Ms. Bass meets with her 5th grade chorus. As one of the girls
comes into the room, she hugs Ms. Bass awkwardly from the side, causing Ms. Bass to
around in order to give her a better hug while saying, “Thank you, I can use a hug.”
Today’s chorus lesson is an extension of the lesson previously discussed. For today’s
lesson, Ms. Bass is using the songs the chorus is preparing for their next concert. Ms.
Bass sings for them one of their songs and asks them to guess how she is feeling as she
sings. This activity is repeated several times, each time with a different emotion. Ms.
Bass asks the kids to identify the parts of the music they cannot change. The students
identify the parts the composer wrote, the note pitches and the words. Then she asks the
students to identify what they can change. This time the students identify the piece’s
tempo and the accents placed on the words, as well as dynamics. The students also
decided they can think of a personal memory that will affect the energy of the music they
are singing. Ms. Bass has the students study the song’s lyrics and asks the students what
is happening in the song and if they can discern if the events are taking place in the past
or present moment. By placing the emphasis on the emotions embedded within the music,
Ms. Bass is augmenting her curriculum. The repetition of these ideas, first presented in
their general music class and then reinforced multiple times in chorus is a necessary step
in teaching artistic creation, for the “act of expression that constitutes a work of art is a
construction in time, not an instantaneous emission” (Dewey, 2005, p. 67). As the short
30-minute lesson is nearing its completion, Ms. Bass suggests the next time they meet
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that they should do some research as a class to see what the words of the song mean and
if there is a history behind the song that will help them to decide how best to perform the
piece. Ms. Bass felt the lesson was a huge success:
When I had them think about different emotions for that song, and we tried a
couple of different emotions to find which one actually fit that song. I want to
help them get that feeling out in their performance. But I was really surprised by
the power of that experience. I was like, "Wow, I really hear the difference in
your singing now." I honestly never even saw that amount of change coming. I
felt like the kids bought more into it and I don't know how else to explain it, it just
seemed to fit the song better. I just wish I had my own recording of them singing
at that moment so I could really go back and remember how things changed in
that moment. They were more into the music once they put some emotional labels
to it. They were just more engaged. Their eyes were on me. They were just in the
music. They were in and living the music versus just singing the notes on the page
or echoing something back to me. Maybe they were thinking of their own
experience or reminiscing about something in the past. They could reminisce on
their own moments in the past and not just specifically about this song. They
could make their own personal connection to it.
Through the augmentation of her lesson, Ms. Bass was able to make the learning a
deeper experience for her students, as was demonstrated through their emotional singing.
An augmented curriculum is not intended to replace the curriculum already being used.
Instead, it is meant to help the lesson’s materials expand to a deeper level of
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understanding. For Ms. Bass, this deeper level of understanding was helping to form
connections between emotions and singing.
Visual Data Representation
A visual data representation was generated for Ms. Bass. Documents analyzed
included direct quotes from observations and transcribed interviews. Common words
excluded from the search were: just, like, really, want, well, get, mean, going, guess,
year, also, lot, one, things, back, now, little, change, right, talk, two, use, put, parts, stuff,
grader, and grade. Ms. Bass’ data visualization takes the form of an abstract music staff.
The most common words in descending order are: music, feel, think, know, kind, kids,
song, and teaching. Analyzing Ms. Bass’ top eight frequency words shows a pattern of
wanting her students to learn how to feel, think, and know, similar to Ms. Linderman’s
most frequent words. Kindness also shows up frequently in Ms. Bass’ words, placing an
important emphasis on how important kindness is to her.
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Figure 4.13. Data visualization showing the eight most frequent words for Ms. Bass takes
the shape of an abstract music staff. The top eight words in descending order are: music,
feel, think, know, kind, kids, song, and teaching.

Final Thoughts about Ms. Bass
Ms. Bass’ vignettes were seen through the conceptual framework of Eisner’s
dimensions of structure, curriculum, and the intentional dimension. Vignette one showed
how Ms. Bass structured her lesson to include time for her to connect with each student at
the beginning of class. The second vignette demonstrated Ms. Bass augmenting the
school district’s curriculum through the addition of affective components. The final
vignette took the augmented curricular materials into the intentional realm. In this
vignette, Ms. Bass explicitly advocated for her students to sing with a specific emotion as
she brought her chorus lesson deep into the affects of the songs they were singing. Ms.
Bass gives her students all of herself, sometimes to her own emotional detriment. Her
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care for music inspires her to continue to find ways to grown professionally and to
become a better music teacher. There is much to learn from her commitment, pedagogical
wisdom, her care for students, and her care for music.
Tandem Music and Art Lessons: A Shared Experience
Both the art teacher, Ms. Linderman, and the music teacher, Ms. Bass, share the
passion of instilling a love of the arts in their students. One special week during this
study, the two teachers happened to collaborate on a unit for their first-grade students.
Both teachers helped their students to connect the way music and art can convey stories
and emotions. Students listened to music while creating art in both classes. However, the
lesson’s emphasis was musical in music and artful in art class. The similarity in lessons is
only surface deep, because “objects of art are expressive, they are a language” each
“medium says something that cannot be uttered as well or as completely in any other
tongue” (Dewey, 2005, p. 110). Both lessons heavily relied on the use of this study’s
sixth dimension of schooling, that of care. Here is a description of the two lessons as they
occurred over the course of a week within two classrooms of Colonial Elementary
School. The music lesson happened earlier in the week than the art lesson, so the music
lesson will be reviewed first.
Scene 1, 1st Grade Music Lesson
Fourteen first graders are lined up outside the music room. Bursts of giggles float
through the classroom door, alerting Ms. Bass that her next class is eager to come in.
“I’m so glad you are here! Today we get to color together!” A few boys yell out, “It’s so
great to see you.” Ms. Bass leads the excited group of six and seven-year-olds into the
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room while singing their welcome song and getting the students warmed up while they
sing together, jump together, and clap together. Ms. Bass and the students sit in the circle.
As is custom, Ms. Bass starts the class off with a welcome question and the
passing around of the stuffed cactus named Carl. “Today’s question is: what is your
favorite TV show?” In less than five minutes, the activity is over, and Ms. Bass has
connected on a personal level with each of her students, acknowledging each kid’s
answer by saying things like, “Oh, my kids love that show too” or “That is one of my
favorites!”
Ms. Bass draws the students’ attention to the front of the room in order to look at
the “I can” statement. “I can use line and color to represent my emotions while listening
to music” Instruction starts with the kids watching a four minute and twenty-eight second
video on YouTube called I See A Song by Eric Carle. The video starts by reading the few
words in this otherwise word-less book. “I see a song. I paint music. I hear color. I touch
the rainbow, and the deep spring in the ground. My music talks. My colors dance. Come,
listen, and let your imagination see your own song.” (Carle, 1973, p. ii). This video is
inspired by the renowned children’s author and book of the same name. The video makes
the pictures come to life, shapes and colors fly around, seeming to float out of the violin
of a maestro as he plays. It is the beautiful patchwork of Eric Carle’s mixed media work
becomes animated.
When the video ends, Ms. Bass asks, “How did the images we saw with our eyes
match what we heard with our ears, or do you think they didn’t match the music? There’s
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no wrong answer here.” The kids have trouble coming up with specific ways the images
did or did not match.
“Okay, let me help you here. Let’s look at the colors. Do these colors make you
think of feelings?” One boy answers that red makes him think of the feeling mad, and
another boy answers that black makes him feel strong.
Feeling emboldened by the discussion of feelings, a young boy with heavy
looking eyes shares, “My mom is gone because she has a new job, and that makes me
feel sad.”
Without skipping a beat, Ms. Bass caringly answers, “That would make me sad
too, is there a specific color that you would put with that feeling?”
“A dark color” the sad boy replies.
“That is a good answer! Can you have different colors for emotions than I have?”
The kids all nod their heads in agreement.
“That’s right, yes!” Ms. Bass turns on the SMART board at the front of the room.
On the screen are a list of basic feelings.
“Can you think of some other feelings that I do not mention on the board?” A girl
in a pink shirt gets up to the smart board and writes sad in blue on the board.
“Did you choose blue marker on purpose?” Ms. Bass asks. The girl nods yes.
Another kid chooses the word frustrated and needs help knowing how to spell the large
word. After helping him, Ms. Bass exclaims, “Wonderful feeling, sometimes I feel
frustrated too!”
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The lesson quickly shifts gear as Ms. Bass asks the students to close their eyes
and listen to a piece of music and feel their emotions. Beethoven’s piano piece Moonlight
Sonata begins to play. The brooding notes fill the room, ebbing and flowing with tension
and release. After a few moments, Ms. Bass asks the room, “Which feeling do you think
the song was sharing?” Most of the small hands shoot up into the air. Two-thirds of the
students report the music sounded scary or angry to them.
“I can hear those feelings too. What color would you give them?” As the students
start to share their chosen colors, blues and purples, and reds, Ms. Bass notices a young
boy crying. This is the same boy told Ms. Bass he was missing his mom. The
melancholic music had filled his emotional cup to the top, and his feelings had started to
overflow through his tears. Ms. Bass sits next to him to check on him, and again he says
he misses his mom. She tells him with great sympathy,
“I understand. You know what, I missed you this weekend.”
Kids try to help him, and she says “You are sweet friends trying to take care of
your friend. I think he needs a minute to himself.”
To help change the mood of the room, Ms. Bass quickly selects some chipper
flute music. As the high notes of Mozart’s Sonata for Flute and Piano in F-Major, K. 13
begins to float into the ears of the students, their hands fly into the air. This time, twothirds of the students say the music is exciting or happy. One boy starts moving at the
back of the room.
“Those are some good movements,” she tells him with care, not using shame to
make him feel bad because he is unable to sit still.
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Next, she tells the students, “I can see you guys have some good ideas, let’s start
coloring. What colors are you guys going to use, and what shapes? Show how you feel.
Choose colors, lines, and shapes to show how you feel. If the music makes you feel
happy, choose a happy color. Do you have to pick the colors I suggested? No, you can
use any color and any line or shape. Close your eyes and just feel the music before you
start coloring.”
One girl makes a learning connection, “This is like art.”
“You are right!” Ms. Bass says with a smile. “When I turn on the music close
your eyes, see the colors, and feel the feelings the music makes you think of.”
Edvard Grieg’s In the Hall of the Mountain King thunders into the room through
the speakers.
“You get to choose how to show how you feel.” The young mover in the back of
the room starts swaying and dancing again. Ms. Bass quietly and privately redirects his
movement by asking the young student to put his emotions on the paper and show her
what they look like. She continues to walk around the room and compliments the kids,
“There you go, Andy; I like those shapes.”
“Look at that purple! What makes you think that’s purple?” she asks.
“It’s a big sound,” a young girl replies.
“I can see the excitement in that drawing,” she says before moving on to check in
with another student.
Another boy begins crying at the front of the room. Ms. Bass immediately kneels
down to his level to see what’s wrong. At first, he doesn’t want to talk, so she gives him
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some personal space. However, the young boy quickly starts crying louder making it hard
for the other students to hear the music.
“Why are you sad?” she asks.
“The music scared me” he replies.
“Oh, what color is a scary color? Can you draw me a scary picture?”
He begins drawing, remaining focused the rest of class and when it is time, he is
reluctant to put his materials away and return to his homeroom.
Ms. Bass stops the music and gives the young artist-musicians a moment to finish
the drawing they are working on. One girl has filled her page mostly with a dark blue
scribble because she said the song made her feel sad. However, in the middle of the page
she has added red, and she explains she put the red in because it was echoing how she felt
at the time and she put a little yellow inside the red because there were also happy parts
to the song.

143

Figre 4.14. The artwork of a 1st grade student drawn while listening to Edvard Grieg’s In
the Hall of the Mountain King in blue, red, and yellow crayon.

Next, Ms. Bass directs the students to put their colors down, close their eyes and
open their ears as she starts Beethoven’s 6th Symphony. Cheery, pastoral music now fills
the classroom. The gentle sounds encourage the dancing boy to start make little moments
before erupting into twirls of joy with his tongue sticking out and a smile filling his joyful
face. Again, Ms. Bass refrains from stopping and allows the boy to experience the music
with his full body. There is no malice in the young student, no disrespect for the teacher
or for the rules, there is just joy and a connection with the sounds filling his nervous
system. He is connecting on a personal level to a symphony that has been around for
almost 200 years. Other students also appear to feel joyful. The smiles on their faces and
their enthusiastic outbursts of praise alert the researcher to the joy in the room.
“I love this! I love, love, love this!”
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“Look at what I’m doing, I’m using 3 crayons at the same time to make a happy
circle!” Kids keep walking up to Ms. Bass eager to show their drawings and tell her about
them. The boy who was missing his mom because she had started a new job had drawn
blue squiggles because he felt sad and put tears because he wants to show it to his mom.

Figure 4.15. Green raindrops fall in this 1st grade artwork.

As the quick 30-minute class comes to an end, Ms. Bass reviews the “I can”
statement for the day asked if they met the goals. The class unanimously agrees they
have. The students are given a quick moment to look at each other’s pictures, and to
investigate if they look the same. When the students start to notice that every picture
looks different, Ms. Bass assures them, “What we each see is different. What makes you
happy may make someone else sad, and that is okay.” She quickly sings goodbye to each
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kid singing each individual name as they line up. As the students bring up their drawings,
she returns their hugs and high fives.
30-minute lessons go fast, and in a blur. Before you know it, another group of first
graders enter the room. Girls in sparkly princess dresses and rambunctious boys fresh
from PE come bounding into the room, and her lessons is repeated for another group of
first graders. Teaching the same lesson a second time allows Ms. Bass to make quick
alterations in order to help her students process the material and to help the procedures of
the lesson go smoother. This time, she decides to skip the welcome question in order to
allow more time to color. She also sets a timer to allow for two minutes of just listening
and feeling before she has the students start to draw.
Moments before the first class entered, Ms. Bass had shared that she is
emotionally drained from a stressful weekend and that she would just like to go home and
go to bed. However, when the kids entered, she was a smiling and happy ball of energy
for her student. After her classes leave, she said, “I always feel so much better after I
teach.” Ms. Bass is thinking of changing schools because the emotional needs of teaching
are hard, and she is going through her own time of personal change and stress. However,
she is hesitant because she loves the kids and has grown close to them. The affective
complementary curriculum was at the forefront of this lesson. Ms. Bass augmented the
students’ learning by making the lessons personal to them. The students listening for the
emotional quality in music, told a personal emotive story through drawing, and Ms. Bass
reassured students whose emotional cups overflowed due to the affective qualities of the
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music. A lot of personal emotional connections were highlighted within the short time of
a 30-minute lesson.

Figure 4.16. Drawings by a 1st grade student, the one on the left while listening to Edvard
Grieg’s In the Hall of the Mountain King. The drawing on the right was drawn by the
same 1st grader while listening to Beethoven’s 6th Symphony.
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Figure 4.17. Drawings by a 1st grade student, the one on the left while listening to Edvard
Grieg’s In the Hall of the Mountain King. The drawing on the right was drawn by the
same 1st grader while listening to Beethoven’s 6th Symphony.

Scene 2, 1st Grade Art Lesson
Four days later, Ms. Linderman stands at the classroom door and returns hugs
from the class of first graders as they pass her on their way to sit on the floor at the front
of the classroom. One girl wearing a purple narwhal t-shirt stops to show Ms. Linderman
her sketch book from home. One African American girl is asked by Ms. Linderman to
stand because she is wearing what the girl calls her “African shirt.” The shirt is bright red
with geometric patterns in goldenrod, black, and green. The young girl wears her shirt
proudly with dark blue-jean leggings that taper at her heals and silver sparkle rainboots
that take over where the pants begin to taper down. She wore her shirt because the
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previous week’s art lesson was all about Kente cloth from Africa. This girl gets to help
show the class their finished group artwork from the day before. Lots of oohs and ahs fill
the room. Ms. Linderman has the kids compare the patterns on the previous week’s class
project to the patterns on her shirt. The young girl tells one of her male classmates that
she is “half African and half Jamaican” and she shows the class a picture of her mom
wearing her African cloth. She is very proud to discuss her cultural heritage, and her
learning was augmented through her personal connections to the cultural elements of the
lesson.
To regain the class’ attention, Ms. Linderman says “Mona” and the kids reply
“Lisa.” “I’m so excited for today. You get to make art about you today! Let’s take a
breathing moment in through our nose and out through our mouth. Now close your eyes
and listen to a song, just listen, that’s it. I’m going to turn the lights off so it’s really
calm.” Edvard Grieg’s Morning Song plays and she puts on the SMART board an image
of an impressionist painting. The painting depicts a sunset on a beach, full of yellows and
oranges and browns that blur into each other, getting lost somewhere in the ending of
their own color and the beginning of the next. As she stops the music, Ms. Linderman
asks “How did you feel?” Answers bubble out of the children’s mouths.
“I felt happier.”
“My heart wasn’t beating as fast.”
“I felt peace and quiet.”
“I feel even more excited for art!”
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Smiling, she tells the young students, “This time, when we close our eyes, listen
to this different song and tell me a color.” Ms. Linderman sits down on the floor with the
students, positions herself with her legs crossed and her hands in a meditative “Om”
position. Wagner’s Ride of the Valkyries plays, pushing the calm out of the room and
ushering in frenetic energy.
“What color do you see? Remember there is no right or wrong answer.” Rapidfire answers are called out: grey, black, and green “Why did you think of those colors?”
she asks, but none of them have offer answers. They are still learning the concept of
colors and emotions. They know what they feel, but they are yet to understand why.
Ms. Linderman now reads the “I can” statement to the class, “I can use line and
color to represent my emotions while listening to music.” She then introduces the
students to the work of Wassily Kandinsky. Kandinsky was a Russian abstract artist who
claimed to see colors when he heard music and would use music to inspire his artistic
work. This phenomenon is known today as synesthesia or having “a sensation in one part
of the body produced by a stimulus applied to another part” (“Synaesthesia,” 2008).
Kandinsky’s philosophies on the arts will be discussed in further detail in chapter 5. Ms.
Linderman explains to her class, “Kandinsky was an artist who thought he could see the
music in shapes and colors.” She then starts showing the students examples of his work.
The students ask how he made his art and she tells them that he painted.
“We are using this as our inspiration.” Changing paintings, she asks, “What do
you see here?” One boy sees a monster claw, and he points to it.
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“Oh, I didn’t see that one, how cool! There is no right or wrong answer. What else
do some of you see?” Another boy sees a face with one eye and a mouth while a girl says
the painting makes her feel calm.
“What do you think Kandinsky was feeling? I see people coming up with ideas.”
One child says Kandinsky was happy and another says he was mad.
Ms. Linderman reassures them, “We don’t really know, only he knows how he
was feeling, and that’s totally okay.”
Another painting comes on the screen and a young girl announces that she sees
primary colors.
“Look at all the colors you see here and think of the kind of music do you think he
was listening to when he painted it.” Smoothly Ms. Linderman begins to draw parallels to
Ms. Bass’ lesson in music, talking about how colors and music make them feel. Her voice
is full of warmth and authority.
Building off their pre-existing knowledge of primary colors, she asks, “How do
the primary colors make you feel?” Two kids share that yellow makes them feel happy or
excited. The color blue brings out the responses of sad, calm, and alone.
“Colors can have lots of feelings,” Ms. Linderman tells her class. She helps the
kids to understand the emotional messages in art by reminding them about a Picasso
lesson they had last year, and how Picasso painted with blue because he was sad his
friend had recently passed away.
“He wanted to let his feelings out, and he did, and it made him feel better. Today
we are going to make art to express our emotions. The feelings we will be having is going
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to be about how the songs make me feel. When we listen to music today, we need to ask
ourselves three questions: What colors, what lines, and what shapes will I use to show my
emotions?”
Ms. Linderman calls the students up her table so she can give them a
demonstration of their art project for the lesson. Once everyone is at the front table with
her, she begins to play exciting music. She shows them how she closes her eyes to listen
to the music. She begins swaying back and forth smiling and the kids quietly giggle. She
then starts to speak her inner dialog.
“I’m feeling excited lines. Oh! I need to draw faster.” This continues until there
are swirls of black pastels all over her paper.
“Next step, we are going to bring out paint. But, I need a second to listen and feel
my feelings.” A second piece begins to play, this one a calm meditative piano piece.
“I’m going to wake up blue, wakey, wakey blue.” She dunks her paintbrush in
water and starts to swirl it around the blue watercolor paint.
“Oh, I think I am going to paint slow.” The inner dialog starts again. Taking the
blue paint, she slowly starts painting in the shapes inside the swirls of the black pastels.
“I’m feeling really peaceful like I’m in a green field of grass. Notice how I had to
change my brush.” A violin line begins to float over the piano melody.
“I am feeling really happy and I’m going to use yellow now. You might think
yellow isn’t a happy color, but today I do.” A third song begins to play, a flute sonata
with harp.
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“This song is fun it makes me feel happy! Next I am going to stamp.” Ms.
Linderman takes out a stamp and yellow paint and starts placing shapes on top of her
colorful swirls.
One boy asks the girl standing next to him, “Are you sure we are allowed to do
this?”
The girl answers, “She’s the teacher of course we can do this.”

Figure 4.18. 1st grade students draw sweeping lines in black pastels while listening to
Edvard Grieg’s Peer Gynt, In the Hall of the Mountain King.

Ms. Linderman asks her kids to find their assigned seats and the kids quickly
scramble to their chairs, excited to get started.
“Okay, friends, we have 30 minutes to paint. Here is the first song. For this song
I want you thinking about lines and shapes and how you can use them to show how you
are feeling.” Edvard Grieg’s Peer Gynt, In the Hall of the Mountain King begins to play.
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A boy says, “This is my sad line it’s in blue. Ms. Linderman draws the students’
attention to the lights on the ceiling and shows the kids how she has blue covering her
lights to help them feel calm.
The same boy says, “Oh, different shades of blue have different feelings!”
“That’s a very good connection!” She compliments him.
Next, Wagner’s Ride of the Valkyries erupts into the room and paint brushes are
handed out.
“I’m scared” cries one girl, to which Ms. Linderman asks, “What kinds of shapes
are scary shapes?”

Figure 4.19. 1st grade students start painting in the black-pastel lines while listening to
Wagner’s Ride of the Valkyries.

A boy with his sweatshirt on backwards with the zipper on his back asks Ms.
Linderman, “What color is scary?”
“That’s up to you, what do you think? This is your artwork and your feelings, so
you do what’s best,” she emboldens him. This response is in alignment with Noddings,
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“The child genuinely cared for is free to respond as himself, to create, to follow his
interests without unnecessary fear and anxiety” (1986, p.72).
The painting piece of music is much longer, giving the students time to fill their
pages of squiggles with color. This third piece is a fast music for violin, with strong echo
of Appalachian fiddle songs. Kids can be heard throughout the room saying how the
music is making them feel and the colors they want to use, indicating that the affective
complementary curriculum has been received by the students. The stamps are made of
toilet paper tubes that are cut in half, preserving the circle, and cardboard rectangle
cutouts. As she hands out materials, she compliments them and reminds them of any
steps they have missed. To get attention she says “Waterfall” and they respond
“shhhhhh.”
“Here comes a new song, this is Beethoven. If you haven’t started your stamping,
now is the time; there is only two minutes of painting time left.” Für Elise quietly
resonates over the concrete block walls of the classroom. As the students finish up, she
walks around making final comments.
“Oh, I love that, you had so many feelings and I can tell” she coos over the
shoulder of one girl. As the last piece of music is turned off, she directs the students to
start cleaning up. Materials are picked up in a flurry of activity. Paint brushes are washed,
tables are wiped down, and papers are put on drying racks to dry. The kids are directed to
sit once more on the floor. Ms. Linderman sits on the floor with the kids and asks the kids
“How did today’s class make you feel?” She passes out a “talking stick,” a stuffed
number 2 pencil.
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One enthusiastic girl says, “Blue makes me feel calm and purple makes me feel
happy.” Another girl says the class made her feel happy, excited and loved, to which Ms.
Linderman smiles warmly and signs I agree with you in American Sign Language to the
student.
Next, Ms. Linderman asks, “Can someone raise their hand and tell me something
they learned in art today that they didn’t already know?”
“Every color is nice” answers a boy with curly hair and a shirt that is just a little
too big for him.
“Colors have emotions in them and so does music” says a girl with an infectious
smile. “Good connections, there are emotions everywhere!” Ms. Linderman
compliments her.
Finishing the conversation, Ms. Linderman tells the class, “Every color is
beautiful in their own way, just like us and just like feelings! How cool!”
Reflections on Partnership Teaching
These two vignettes were seen through the conceptual framework of Eisner’s
dimensions of schooling and the additional sixth dimension of care. Both of these lessons
are replete with examples of care, care for the students and their needs and care for the
arts. Important curricular concepts are still covered by the teachers who are nonetheless
able to use a few moments to make the lessons personal and meaningful for their
students. Additional layers of connection were made between the lives of the students and
the material they were studying. The shared lessons have created memories for the
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students. The means by which these memories are created are well summarized by
Naughton:
The recognition of an affect, here being a colour-red, becomes a memory of the
red as an affective response that will be called on again, in different encounters. In
the role of the educator together with the students this is a recognition of affect
within the scope of the art project; a combination of sounds, the impact of a
colour, an image within a film test or any combination with the artform that
creates an affect (2018, pp. 45-46).
Acting as partners also sends a message to the students about the unity of
performing and visual arts and their common goals of storytelling and emotional
expression. Both teachers borrowed from another artistic mode of expression, outside of
their normal teaching. “This borrowing of method by one art from another, can only be
truly successful when the application of the borrowed methods is not superficial but
fundamental,” (Kandinsky, 2020, p.21) as was most certainly the case in these examples.
Most commonly there is only one art teacher and one general music teacher for every
elementary school. This can be a lonely place for these teachers who often find
themselves feeling underappreciated and misunderstood. These two lessons serve as a
wonderful exemplar of partnership between music and art and how the two classes are
stronger because of shared planning and the building of a partnership.

Ms. Mitchell, The Completion of the Journey
Walking to the front door of Adventure Elementary School (AES) is akin to
walking through an outdoor sculpture garden. Ceramic rods seem to grow from the
ground, ranging in height from three feet to six feet tall. The rods are covered in bright
colors, abstract shapes of reds, blues, yellows, greens, and oranges compel the visitor to
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lean in closer to take a look. This art installation in a community artwork completed by
students years ago, by students who have aged out of attending elementary school. As
you approach the building you begin to see brightly colored stones lining the xeriscape
gardens at the front of the building. There is a blue and white painted wooden sign with
the words “There’s only one of you in this great big world…make it a better place,” next
to another blue and white sign that says, “AES student artwork inspired by the Dr. Seuss
book ‘Only One You.’” The rocks are full of painted rainbows, fish, hearts, flowers, and
bugs. Through the artwork of her students, Ms. Mitchell is the first person to welcome
you into AES.
Entering the building, you immediately see the halls are lined with student
artwork. Self-portraits hang throughout the hallways, competing for your attention,
wanting to look you in the eye. Students in different grades have created their portraits
from different materials; some are silhouettes made from wire, some are drawn on paper,
and the most colorful ones are fired into clay. Each unique personality as obvious as the
colors of the eyes, the shape of the nose, and the tilt of the head.
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Figure 4.20. Various kinds of student self-portraits hang in the hallway of Adventure
Elementary School.

The main hallway is flanked on one side with a large metal-lined wall. This wall
is usually filled with a group installation piece made by the students at the beginning of
each year. This year’s theme is “Care and Curiosity.” Students had created their own
brightly colored paper and then learned how to fold the paper into origami hearts.
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Figure 4.21. Community artwork constructed out of origami hearts hangs in the hallway
of Adventure Elementary School.

The message of care and curiosity ties into Ms. Mitchell’s personal teaching philosophy.
When I'm developing a unit of study, I look at the artist and then really look at the
background of the artist and their purpose. Because a lot of times the purpose is
either emotional or it's always to tell a story of some kind. But yeah, the emotions
are a big part of art. It’s just to help them discover themselves too, their emotional
life and feel okay about who they are as individuals. I am really drawn to the kids
that are eccentric or that are just odd because I think I always felt odd and I just
want them to feel okay about themselves. I might not even intend to always do the
emotional thing, it's just that, that's kind of how art... I mean art is very much built
160

around that, I guess, and if you don't have an emotional reaction, then it's
probably not a really good piece of art.
Traveling further into the building, your eye is caught by whimsical abstract
shapes fired in bright color onto ceramic. It is only after you take a minute to read the
informational sign that Ms. Mitchell has on display with the pieces of art that you begin
to recognize the initials of first grade students, camouflaged amongst the swirls of lines
and splashes of color.

Figure 4.22. 1st grade initial artwork and informative sign on display in the hallway of
Adventure Elementary School.

Your senses come alive upon entering Ms. Mitchell’s classroom. The room has
the familiar smell of dried clay, paint, and plaster; these warm earthy tones seemingly
layered upon the walls after years of ceramic firings in the kiln. Posters hung on the wall
showcase the work of Edvard Munch, Pablo Picasso, Jasper Johns, and Georgia O’Keefe.
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Every square inch of the paint-splattered linoleum floor is used to hold art materials for
students. Ms. Mitchell’s shelves and cupboards are filled with re-purposed items. Some
items, like old tin cans, are used to store markers and crayons, while other previously
discarded items are waiting for the creative teacher and her students to make them new
again. Old kitchen utensils and items brought in from students’ homes are being glued
together by kindergarteners into charming humanoid-type creatures.

Figure 4.23. A kindergartener’s artwork made from reclaimed kitchen tools.

Additional items on the shelves include scissors, markers, paint (of various styles and
viscosities), mats for rolling clay, blue painter’s tape, protractors, pliers, rubber stamps,
and Sharpie markers. Drying racks command the space at the back of the room. These
racks hold primary colored abstract paintings made by third grade. Large black tables fill
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the instructional space, each one encircled by simple circular bar stools. Hanging from
hooks that look like bright dog tails are white aprons covered with rainbow splotches of
paint. Ms. Mitchell’s desk sits next to a large bookshelf filled with art books, pedagogical
texts, and children’s picture books. Ms. Mitchell shares her personal space with both her
students, allowing them to display their artistic creations in front of the book spines, and
with one excited researcher, allowing her to watch a week’s worth of lessons from the
comfort of the teacher’s desk.
As I sit at Ms. Mitchell’s desk, I am first struck by some of the images and
phrases that Ms. Mitchell has chosen to inhabit the space. There is a magazine clipping
discussing the South African ritual of ubuntu (a ritual designed to help someone who is
struggling with bad choices to remember who he is and to help him to reconnect with his
true nature.) A teal sticky note contains the words, “Art is like a message.” A sentence
spoken by an excited first grader that Ms. Mitchell wants to design a lesson around.
There is also a small piece of art that a student purchased and gave to her a few years ago.
When I asked her about it, Ms. Mitchell responded, “It spoke to me of the importance of
being accepted for just who you are. I always hope students feel supported like this in art.
Sort of Mr. Rogers-ish, you know? ‘I like you just the way you are.’”
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Figure 4.24. Art celebration individuality that was given to Ms. Mitchell from a student.

Ms. Mitchell teaches in a magnet school that operates under the educational
philosophy of Exploratory Learning Outward Bound (ELOB). Important to the ELOB
philosophy are the five main character traits that are at the core of all kindergarten
through sixth grade classrooms at ELOB schools: empathy, stewardship, integrity,
beneficence, and perseverance. In addition, AES has adapted four core values that are
represented by a Native American circle of courage. These four values are belonging,
mastery, independence, and generosity. Another key component of ELOB philosophy is
the adventure education aspect. Adventure education begins in kindergarten, and students
begin going on overnight trips, or “voyages.” Voyages are designed to help students
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challenge themselves, by stepping outside their comfort zones, and by achieving more
than the students believed they could. Voyages are seen as important because they help
students to build their own self confidence as well as to help build a sense of community
by creating bonds between the staff and students. Ms. Mitchell has taught at this school
for 15 years and it was the school’s philosophy that inspired her to take a teaching
position within its walls.
This school is very whole child, a whole child school. I searched that out when I
came here. I knew that that's what I wanted, because I think the emotional world
is so important. So the school, the expeditionary learning model, does bring in a
lot of the kids' interests. Like trying to weave in, into your units, the student's
interests and passions. So even if they're not an artist, you can pull them in. Or
they don't feel like an artist or they don't feel competent or they're nervous. Once
you start letting them have anything that is part of who they are and they're able
to put their personal interpretations in something that helps that. And as far as the
school, I also think our model is about relationships, like building relationships.
There's no learning without having a relationship. It seems to me, and especially
in the last few years, kids are coming with more needs and deeper needs. So it
has become an integral part because they can't learn if they don't feel safe, if they
don't feel valued, if they don't feel... if they don't have their basic needs met, I
guess.
Ms. Mitchell greets me just as she greets her students, with an earnest smile that
conveys her happiness to see me. Ms. Mitchell is a 61-year-old Caucasian woman who
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has been teaching for twenty-nine years total and at her current school for fifteen years.
Upon the completion of this school year, Ms. Mitchell will be retiring. This decision was
very difficult for Ms. Mitchell to make as she loves teaching and feels very supported by
bother her administration and her school’s community.
I am grateful every day for what I have gotten to do with my life, explore and
teach creativity through the visual arts. I discovered my calling and was
supported in my efforts by administrators, family, friends, students and school
communities. When I found my current school, I found a progressive educational
model that echoed my philosophy and helped me grow into the teacher and
person I wanted to be.
Ms. Mitchell’s mother was also an art teacher. In fact, she was Ms. Mitchell’s
high school art teacher. Ms. Mitchell attributes their house being full of materials that
should could play with and experiment as being important in shaping her own future as
an artist. Ms. Mitchell says even when she was a young girl, she knew she wanted to
grow up and do something that helped people.
“When I was growing up, even though there were some really strong women that
did whatever, I felt that you had to be a nurse or a teacher.” When Ms. Mitchell entered
college, she decided to study education, but she was torn between physical education and
art education. Ultimately, Ms. Mitchell is happy that she decided to stick with art. Ms.
Mitchell feels more passionate about teaching than she is about art. “I wouldn’t want to
teach anything else, for sure. But the teaching part of it’s been really integral in my life
and valuable to me.” Ms. Mitchell loves to create in ceramics, “Hand-build ceramics, not
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the potter’s wheel. That’s too mechanical, I think. I just really like to get lost in the clay. I
like the feeling of getting in the zone.” Ms. Mitchell sees her purpose as an art teacher as
helping her students to:
learn how to think and work like an artist. Because It think the habits of mind that
artists have are the same as scientists and anybody that’s creative. So creativity
became my goal, early on in my career. I wanted to help students learn how to
become creative individuals. Knowing that was going to get them further than
anything else in life, and so that’s been my goal. I have two master’s degrees, on
in education and one in gifted and talented education. Both times I went toward
the creativity and did a lot of research because it was a mystery to me too. I think
it’s such a mystery to people that they think people either have it or they don’t and
it can’t be learned. But, I don’t believe that.
Scene 1, Combined 4th and 5th Grade: Seeing the World Through a Pinhole Camera
As discussed earlier with Ms. Bass and her 5th grade chorus, Eisner’s intentional
dimension looks at the intentions of the teacher and their lesson. This example examines
what happens when the intention of the teacher is to make their students take intentional
actions of their own. Giving students permission to use their own voice, but also teaching
them how their voice can be an agent for good was the intention of Ms. Mitchell in the
following scene. The intentions of the students were theirs to form, and powerful images
were the result.
A class of combined 4th and 5th graders begin to fill the art room. Students file in,
taking their seats on the low industrial barstools that encircle black tables. Among the
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children are a few boys and girls who have recently hit a growth spurt and whose pants
no longer reach past their ankles. A few more children are wearing shirts almost a full
size too big for them, in preparation for the growth spurts still to come. AES serves a
middle-class population in the Rocky Mountain Region. Only 4% of the schools 406
students qualify for free or reduced lunches. The student body is minimally diverse, with
83% of the students identifying as White, 13% as Hispanic, 2% African American, and
2% as Asian.
The 4th and 5th grade combined class is exploring photography through the use of
pinhole cameras that work with black and white film. Ms. Mitchell is challenging the kids
to tell a story through the use of photography. All photographs will be taken outside on
the school grounds. Before the students are asked to put on their coats and hats, Ms.
Mitchell reminds them of a few important details. Students need to get with their buddy,
making sure they have their shared camera and tripod. Each student will have twelve
shots total and they need to decide how to divide their photos because they have two
types of pictures they are required to take. In today’s lesson, the students need to take
self-portraits that tell a story.
“How can you pose to demonstrate your story? Use your body language to tell the
essence of who you are. Do you need props? Do your clothes tell the story?” In the next
class meeting, the students will need to take photographs that will help to change the way
people see the world by using student-chosen messages.
As the class moves outdoors, we and are met with brisk temperatures and a strong
wind. Students immediately begin to align their cameras with the light of the sun. Legs of
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tripods are extended, and a boy leans on a tree, putting his hand under his chin in a
thinking pose. Ms. Mitchell yells out to the dispersed class to not forget to take advantage
of landscape and portrait orientations and to make sure they are cutting out any unwanted
backgrounds in their shots. Kids yield giant cross bows, paint brushes, rock climbing
gear, and hair accessories. One boy sits on the ground curled in on himself, his back
arched against the sky and his head tucked into his lap.
Ms. Mitchell approaches the boy and asks him what he is demonstrating in his
self-portrait, to which he replies, “This is me, drowned by my sorrow.”

Figure 4.25. Pinhole camera on a tripod and being used by a 5th grade boy.

After a cold 30 minutes spent out in the elements, the students return to the
warmth of their classroom. Ms. Mitchell asks the students to share the titles of their
photographs. All titles begin with, “This is ‘me’” and is followed by a descriptive clause.
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Some example titles are, this is me: looking at life from a different angle, with ideas in
her eyes, the one who creates, thinking up a storm, painting the wind, daydreamer, and
master day brightener.
As the class debriefs their field work, Ms. Mitchell asks, “Did anybody make a
mistake they can learn from for tomorrow?” Answers come flooding out, some forgot to
advance their film creating double and triple exposures. A 4th grade boy accidentally
moved into someone else’s shot. Forgetting to consider the background top the list of
most common mistake.
Ms. Mitchell reminds the students that sometimes good things come from
accidents, “Maybe we can take advantage of chance and see what comes of it.”

Figure 4.26. 5th grade boy lines up his photograph of a handmade sign at a skate park.

The next day the class is outside again, this time at the skatepark across the street
from the school. The assignment for today’s fieldwork is to take a picture of words.
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Students are challenged to help people to see the world differently for a cause the
students choose. A small group of students is concerned about animal rights, and they are
taken to a local pet store by another staff member. The rest of the students walk over to
the skatepark with handmade signs and sidewalk chalk. The blustery wind blows
unceasingly as the students set up their photographs. Posters are held tightly against
bodies, so they do not rip or fly away. No one complains about the weather. These
students are accustomed to being outdoors in the elements. Most are dressed in
appropriate layers, a lesson that is taught and reinforced consistently through the ELOB
outdoor education curriculum. When the photographers are finished taking pictures, they
head back to the shelter of the school. Once inside, students are shown how to rewind
their film and prepare it to be shipped off for printing. The finished photographs will be a
mystery until they are processed and shipped back to the school.

Figure 4.27. A 5th grade student’s self-portrait taken on black and white film in a pinhole
camera.
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Figure 4.28. Photographs taken on black and white film in a pinhole camera by 4th grade
students telling messages to support a cause in which they believe.

The artwork produced by the students was completely open to their choice. They
were able to choose the message they wanted to say and how their ideas were expressed.
Ms. Mitchell still taught the fundamentals of photography, but she also augmented the
lesson to allow the students to explore ideas that were personally important to them.
Artwork was made more powerful through personal connections.
Scene 2, 3rd Grade: Positive and Negative Spaces
Students in Ms. Mitchell’s art classes know their artwork will take weeks to
finish. Ms. Mitchell’s curricular goals are deep and her lesson plans have a long,
projected goal. Her intentions are not quick pieces that can go home that week. She wants
students to create works of quality. To use Dewey’s analogy, “wishes are empty castles in
the air unless they are translated into the means by which they may be realized” (1997, p.
70). Ms. Mitchell is building stone castles firmly situated on labor-intense foundations of
learning. Works that, when completed, will be hung in the school for the annual student
172

gallery walk. Gallery walks often have themes. The last gallery walk had the theme of
“Care and Curiosity.”

Figure 4.29. A flyer from the previous Art Walk at Adventure Elementary School.

Eisner’s intentional dimension of schooling includes aims or goals that:
may be general or specific, and may focus on a wide range of outcomes or on a
few. They may deal with sophisticated modes of cognition or be based upon
recall, they may attend to or neglect affective or attitudinal aspects of student
behavior, they may be educationally trivial or significant (Eisner, 2017, p. 73).
The following scene shows how Ms. Mitchell has the intention of helping her students to
have the confidence in themselves to know when their artwork is completed and to also
learn how to be okay deconstructing their hard work (by cutting it apart) to create
something bigger with a stronger message. This lesson took four separate art pieces and
combined them into one powerfully moving and aesthetically pleasing piece of art. Ms.
Mitchell has augmented her lesson by making personal connections for her students and
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by providing them with multiple choices and opportunities to express their own stories
and feelings through their art.
Third grade students are completing a unit about positive and negative spaces
within art. Before the class begins to work on their projects, Ms. Mitchell leads the
students through some mindful breathing. One-by-one, the students begin to breathe with
Ms. Mitchell as her breaths are broadcast through the room’s audio system.
After the class has come into a calm breathing pattern, Ms. Mitchell begins
speaking. “A problem is starting in your crew, I heard it yesterday too. People are saying
things that are making people not feeling good. People with integrity don’t spread
rumors, we all have integrity and it’s a choice not to use your integrity. Sometimes we do
this stuff because we are not feeling good about ourselves and being mean to someone
makes us feel better. But we all need to agree that we won’t spread rumors anymore. If
we care about each other, if someone is feeling down, we hold them up, that’s the time
we need support from our friends. I expect this of you guys always and everywhere.” Ms.
Mitchell has taken time away from her lesson to teach an important life-lesson about
kindness. This action calls attention to Ms. Mitchell’s care of students and how important
she finds what Noddings refers to as, “caring for the inner circle” (2005). Noddings
believes classmates are the colleagues of students and that students “must not push
colleagues into behavior they will later deplore; we must be careful not to bring out the
worst in them” (p. 103).
Ms. Mitchell notices the actions of individual students and their subtle
communications through body language. This happened several times during my week
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with Ms. Mitchell. Once, a 3rd grade girl came to class late with red and puffy eyes and
Ms. Mitchell quietly checked on her as the students work. Another girl showed kindness
to one of her classmates and Ms. Mitchell complimented her by saying, “I’m glad you
were so thoughtful, sweetheart.”
For this 3rd grade art unit, the students are working on abstracted images and some
are struggling to know when their artwork is done.
“I’ve noticed some of you trying to decide if you are done or not, and you use
your intuition or your gut feeling to know if your project is finished.” Intuition is an
important life skill for Ms. Mitchell.
I think artists have to have intuition. Because really it is just you've experienced
things and so you just know. So, the intuition, it feels like it comes out of
nowhere, but it's not. For artists, the more experience you have, the more you
know when it's time to stop. And I just want them to start listening to their
intuition because that's such an artistic way of thinking and a positive working
habit or habit of mind. There are some kids that just can't quit, and I think that it
helps them trust their feelings. I think they will trust themselves more if they learn
how to use their intuition. That's the way I get... I mean, there's a deeper thing
than just the art, but I want the art to be good too for them. It is a huge life skill.
Teaching intuition is in agreement with the philosophy of Stephen Nachmanovitch, “The
whole essence of bringing art into life is learning to listen to that guiding voice” (1990,
p.41). Ms. Mitchell is helping her students to connect with arts by helping them to
listening to their personal inner voices. The students are creating works of art inspired by
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Frank Stella’s deconstructed art. The students are completing four different projects, one
inspired by Jackson Pollock, one using onomatopoeia words, one created with tape on a
canvas, and today’s project. Today the students are taking photographs of objects that are
important to them (soccer nets, cabins, hammocks, etc.) and they are magnifying the
object to paint the negative spaces found within one small section. The students work in
focused groups, painting and exploring positive and negative spaces with brightly colored
paint. It would be easy to get distracted by the sounds and smells that are starting to
permeate the art room. Smells from the cafeteria begin to waft in as the students continue
painting. French fries and chicken sandwiches are on today’s menu. The excited sounds
of recess begin to bombard the backwall of Ms. Mitchell’s classroom as kids are giggling
and running around outside. But inside, the students appear to be mindfully painting.
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Figure 4.30. 3rd grade students color in the negative space of zoomed in photographs.

Figure 4.31. A completed piece with the negative space painted in bright purple, pink,
and yellow.
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As the time approaches to pack up, Ms. Mitchell informs the students that she
needs their help. “Guys, please look around and make sure everything is picked up. Will
you do that for me?” After the supplies are put away Ms. Mitchell has the students return
to their seats. She instructs the students to quietly turn their bodies, so they are facing the
clock. “When the minute hand hits the eight, you can take a deep breath, stand up slowly,
and calmly leave the room.”

Figure 4.32. Completed 3rd grade deconstructed art pieces.
Scene 3, 6th Grade: Taking Care of Vulnerable Friends
Our final scene with Ms. Mitchell is seen through the sixth dimension of
schooling, care. Furthermore, this demonstration of care extends into the care of students
for one another. A lesson requiring this much trust and care takes years of preparation.
Students need to trust their teacher, their classmates, and themselves. After the majority
of the students have had seven years learning with Ms. Mitchell, they have apparently
formed a strong bond. She and the physical education teacher are the only teachers these
students have consistently had for the past seven years. Ms. Mitchell has watched them
grow and overcome. She knows their stories, she knows their families, and she knows
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their personal victories. Saying goodbye to her students after seven years is particularly
difficult and it is even more bitter-sweet this year as Ms. Michell is retiring.
Ms. Mitchell has a lesson she does with the 6th graders each year, a tradition to
mark the end of 6th grade. The students make plaster masks of their faces and then use
those masks as molds for a ceramic art piece. Preparing the students to have their faces
covered in wet plaster strips for 30 minutes at a time takes care and empathy from both
Ms. Mitchell and her students.
Caring involves stepping out of one’s own personal frame of reference into the
other’s. When we care, we consider the other’s point of view, his objective needs,
and what is expected of us. Our attention, our mental engrossment is on the caredfor, not ourselves. Our reasons for acting, then, have to do both with the other’s
wants and desires and with the objective elements of his problematic situation.
(Noddings, 1986, p. 24).
This culminating project builds upon the years of gaining trust between students
and Ms. Mitchell.
To introduce this new project Ms. Mitchell warns her students that “You will have
to trust another student in this class. You will need to be vulnerable with another student
in this class. You will need to choose a partner who you will feel will have your best
interests in mind and will take care of you. And that person will also have to trust you
because you will be taking care of them.”
This project also requires the students to lie still and calm. She reminds the
students that they will be out of their comfort zone for a little while, but they will be safe.
The concept of comfort zones, growth zones, and panic zones are reinforced through the
ELOB curriculum as the students mature from kindergarten through sixth grade. She
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encourages them to be in the moment and to use the mindfulness they have been
practicing in her classroom. As the room becomes more agitated (a mixture of nervous
energy and excitement), Ms. Mitchell initiates a mindful moment.
“Do you feel the energy in here? I’m going to be the calmness you can anchor to.
Let’s take a moment to close our eyes. Place hand in front of mouth to feel your breath,
or on your chest to feel your heart, or on your stomach to feel your breath. Or you can
just be aware of your body, maybe your nose feels tingly when you take a breath in.
Mindful sitting means sitting up as straight as you can. Close your eyes. Face me so if
you don’t close your eyes no one will feel like you are staring at them. We can feel each
other’s energy. I can feel yours and I know you can feel mine. Because, man when I’m in
a bad mood I know you guys can feel mine.”
Once the room feels calmer, Ms. Mitchell puts on a short video from the National
Endowment for the Arts about the artist George Segal. In the video George Segal
explains that “Feelings are invisible and intangible. I’m dealing with my own feelings
and I hope that what I’m talking about will resonate with someone else.”
Once the video ends, Ms. Mitchell asks the students, “From the movie, if you are
using your empathy how do you think the sculptures were feeling? Or how did his
artwork make you feel?” The students’ answers vary from “creeped out,” disturbed, a
little bit sad, and depressed.
Ms. Mitchell tells the students that “he really wanted to show the loneliness
people were feeling, the sadness they were going through. He is expressing his story, and
that is what you guys are going to be doing.”
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Ms. Mitchell reassures the young students that “It’s okay to feel anything.
Feelings are just feelings, and everybody has them.”
When the class returns the next day, Ms. Mitchell begins a large group discussion
by asking if anyone remembers something from the previous day’s video.
On boy raises his hand and says, “The stories represented the story of his life.”
Ms. Mitchell encourages the boy’s thinking to go a little deeper.
“What was the emotional quality?”
“They represented emotions without words.”
“Yeah! It is like reading the emotional message through the sculpture’s body
language,” Ms. Mitchell replies excitedly. The classroom discussion quickly changes
focus to the upcoming task of plastering each other’s faces. Ms. Mitchell reassures the
students by relaying her own experience with the mask and how she was initially very
nervous but ended up feeling very relaxed. She told the kids she felt like she was in a spa
getting a facial.
When it was time to take the mask off, she said it “was like going from one world
to another world, it was like waking up. I felt great because I was in the moment. You are
just experiencing, there is nothing to worry about. You are just participating, and you are
here right now.”
Ms. Mitchell selects a student to help her make an example mask. The 6th grade
young lady pulls back her hair with a hairband and Ms. Mitchell rubs coconut oil along
the student’s hairline, eyebrows, and eyelashes in order to prevent the plaster from
sticking to her hair. Every step Ms. Mitchell makes is narrated by her, keeping the young
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volunteer and her students informed of her movements. The room looks like an old
surgery theater, with the future surgeons watching a master surgeon at work. Ms.
Mitchell has her young volunteer lie down on a table. Ms. Mitchell lets the students know
that she is going to always let her partner know what is coming next.
“Think about a nice place and relax,” Ms. Mitchell calmly instructs. “Now is the
time to be in the moment and listen to what is going on around you.”
Ms. Mitchell looks at the other students and says, “She’s vulnerable under there
right now and we are taking care of her.” Ms. Mitchell starts dunking in strips of preplastered gauze into a bowl of water that is next to her. One small strip after another, the
young girl’s face is covered in plaster.
Ms. Mitchell informs the students, “I can feel the plaster getting warmer as the
chemical reaction begins to help set the plaster.”
After a few minutes, the plaster has had time to set and it is now time to take the
mask off. Ms. Mitchell is the only one who is allowed to take the masks off of the
student. She knows how to gingerly loosen them when needed. However, the job of the
plasterer is not over yet.
“You need to take care of your partners because you need to lead them across the
room, like a trust walk. You are going to take them to the sink, and you are going to wipe
all of the plaster off of their eyes before they open them.”
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Figure 4.33. Ms. Mitchell walking a student whose eyes are plastered close to a sink
where she can wash her face.

As the students begin plastering the faces of their partners, you can hear them
reassuring each other, particularly the students who appear to be the most nervous.
One girl says, “Don’t worry. Your partner is a really good artist and you will be
fine.”
Another boy says, “You are okay. You don’t have to worry.”
The entire rooms smells of coconut oil, helping to give the calm space a relaxing
scent. The lights are low, kids are working in pairs with one partner lying on the table.
Hair covered in plastic bags, shower caps, or swim caps. Students wear trash bags with a
hole cut on the top for the head to poke out. Partners use thoughtful, slow movements,
gently rubbing coconut oil on their partner’s face, providing a protective barrier. As the
students cover their partners’ faces with plaster, their own faces become consumed with
looks of concentration.
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Silent voices whisper encouraging words and descriptions of their movements,
“Next I’m going to plaster your nose.” Calm music is playing in the background, bringing
about the feeling of a pop-up spa in the elementary art room.
Ms. Mitchell says occasional reminder messages, such as, “Remember to
concentrate on each side of the face.” Ms. Mitchell calmly walks around the room,
freeing faces from their plaster bondage as the masks harden. Kids lead their temporarilyblind partners to the sink where they gently wash off the remaining plaster off of their
faces before the eyes are once safe to be opened again. Abruptly, a boy gets upset after
his first few pieces of plaster are put on his forehead. Ms. Mitchell quickly walks over
and immediately takes them off, giving him a few minutes to calm down. She then takes
him out in the hall to talk reassure him that this activity “isn’t for everyone.” Ms.
Mitchell knows that the boy’s dad has just been released from the hospital and
understands that the boy is feeling more upset than usual. In an act of care, Ms. Mitchell
gives him the option to plaster his hand instead of his face.

Figure 4.34. A student waits for her plaster mask to harden.
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Figure 4.35. Completed plaster masks.

There is a very important second component to the mask unit. On the next class
meeting, students are given feelings journals and they are asked to collect data for several
weeks. The students are going to make data graphs in order to see where their emotional
trends are throughout the day. In order the help students collect their data, Ms. Mitchell
gives every student a feelings journal. Journals are passed out to each of the students
along with a feelings wheel. A feelings wheel is a circular chart that lists core feelings in
the center of the circle, and as the circle grows along its radius, more nuanced emotions
are listed. Ms. Mitchell has each student fold their feelings wheel into quarters so they
can glue it onto the back cover of their feeling journals. Next, Ms. Mitchell has the
students write the learning targets on the first page of the journal:
1. I can observe my emotions without judgement
2. I can use my curiosity to explore my emotions
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Figure 4.36. A feelings wheel that is pasted into one of the 6th grade feeling journals.

Ms. Mitchell tells her students, “Sometimes we categorize emotions as positive or
negative, do you agree? Negative emotions are trying to tell us something and if we
ignore them, we end up holding onto those emotions. But if we acknowledge those
emotions, we learn how to address those emotions and feel better. What some people call
positive feelings are ones that we feel when our needs are being met.”
Ms. Linderman now has her students turn the page and make a five-column grid.
Each of the five columns is labeled, there is a place for time, emotion, cause, where on
the body, and intensity.
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Figure 4.37. The inside of a 6th grade feelings journal.

Due to the COVID-19 pandemic, schools were closed before this unit was able to
be completed. Ms. Mitchell has plans to offer a summer club in which the students will
be able to visit the school and complete the hard work they have already given the
project. Even without the completion of this art project, the students have already had an
emotionally and academically challenging experience. The students learned about past
artists and they learned skills that were expected with their school district’s art
curriculum. Through the augmentations that Ms. Mitchell provided her students, a
doorway was opened to allow emotions to enter into the artistic discussion and personal
connections could be made between the material and the students’ own lives. Students
shared their feelings and appeared to feel supported by Ms. Mitchell and their classmates.
Due to the COVID-19 pandemic, photographs of the final project were not
available at the submission of this dissertation.
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Visual Data Representation
A visual data representation was created for Ms. Mitchell. Documents analyzed
included direct quotes from observations, transcribed interviews, school blog posts, and
communications from the participant to parents on the school’s website. Common words
excluded from the search were: like, just, really, things, one, yeah, get, use, year, taking,
want, something, lot, way, now, always, and well. Ms. Mitchells data visualization takes
the form of a feelings wheel, like those used in her teaching. The eight most frequent
words were: know, think, feel, students, work, kids, art, and learning. As was also true for
Ms. Linderman and Ms. Bass, the words know, think, and feel are present in Ms.
Mitchell’s top eight words indicating someone who teaches with care for her students and
who feels it is important to augment her lessons to bring emotional depth to her student’s
artistic learning.
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Figure 4.38. Visual data representation of Ms. Mitchell’s eight most frequent words,
taking the form of a feelings wheel. The most frequent words in descending order were:
know, think, feel, students, work, kids, art, and learning.

Final Thoughts about Ms. Mitchell
Ms. Mitchell’s vignettes were seen through the conceptual framework of Eisner’s
intentional dimension and the added sixth dimension of care. In vignette one, Ms.
Mitchell extends the intentional dimension to her students. Ms. Mitchell asked her
students to choose a message they wanted to convey in their photographs. In vignette
two, Ms. Mitchell has the students convey information about themselves through their
art. She then intentionally has them deconstruct their artwork, buy cutting their artwork
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into individual pieces they then use to form a larger cohesive piece of art. She
intentionally pushed her students into an act that she knew would be difficult for some, so
they could experience how chance can play a part in the creation of art. In vignette three,
Ms. Mitchell’s actions show how care can be a pre-meditated act (Noddings, 1984). Ms.
Mitchell cares for her students, and then extends that care by showing the students how to
care for each other during their mask making.
Ms. Michell is a masterful teacher. The care she feels for her students is show
through her pre-meditated actions. Her willingness to be completely transparent about her
own reactions to art brings an authentic example of art’s affective power into the
classroom. As a researcher, I left her room full of newfound knowledge. I also left with a
fundamental desire to go out and create art. The students who have been a part of Ms.
Mitchell’s 30 years of teaching are indeed fortunate individuals.

Unique Elementary Performance Classes
General music and art class are the two most common arts classes offered at
elementary schools within the United States, and for this reason they were given the
majority of investigative time for this study. However, other topics of instruction are
available at different school districts across the nation. For instance, some schools may
offer elementary band or orchestra, theater, or dance, not as a club, as a regular part of
weekly instruction. To provide some insight into these possible options, we will now take
time to visit with an elementary theater teacher and with an elementary band/orchestra
teacher. The COVID-19 world-wide pandemic prevented the classroom observations that
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were intended for these participants. I was able to meet with each of these teachers online
and gather some data through more in-depth interviews. Disappointingly, I will not be
able to provide detailed vignettes. Nevertheless, I am excited to share some of the
wisdom of Mr. Moll, theater teacher, and Ms. Dykshorn, elementary band and orchestra
teacher.

Mr. Moll, Journeyman Elementary Theater Teacher
Mr. Moll (pronounced “mall”) is a 29-year-old man who has been teaching in
public-schools for six years. He has recently become engaged and will be moving out of
the country this fall with his new husband. Mr. Moll is currently working with the
authorities of that country to have his teaching credentials transferred, but the COVID-19
pandemic is preventing the completion of his paperwork at this time. Mr. Moll is
uncertain of what his professional career will look like in the near future as a result. He
may be able to teach, or he may explore becoming a youth theater director instead. “I feel
that my calling might be more in directing, which I feel is a blend between teaching and
directing–especially with youth.”
Mr. Moll started performing in elementary school and continued through his high
school graduation. He loved performing and sought out every performance possibility.
He was involved in musical, plays, improvisation troupes, dance troupes, choirs, and
aerial dance.
While in high school, I was introduced to aerial dance when we did the musical
Barnum, which led to me taking a gap year before college to go to circus school
in Vermont. It was a year-long professional training program, and my focuses
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were aerial fabric and dance trapeze. Upon moving back to the area, I joined an
aerial dance company. I spent the next seven years teaching, performing, and
choreographing with the company.
Working with the aerial dance company helped Mr. Moll pay for his undergraduate
degree, a Bachelor of Arts with a focus in vocal performance and a minor in theater
performance. He is currently pursuing his master’s degree in theater education.
Additionally, Mr. Moll is an accomplished actor who has been in dozens of plays and
musicals and he even stared in a one-man show. He has won best actor awards at a state
theatre festival and a two-person play he acted in came in third at a national festival
Mr. Moll became a teacher because he loves how students are eager to learn and
explore, and how they are unencumbered by the politics and drama that can sometimes be
found in community and professional theatre. He also enjoys, “getting to see students
start to discover who they are and helping them on that journey.” In fact, teaching theatre
with an affective is a passion of Mr. Moll’s.
I see my main personal purpose as promoting empathy. While I feel there are
many purposes for arts education (appreciation of the arts, bringing communities
together, cultivating creativity and imagination), I have made it my mission to
help my students see the world through the eyes of others. I feel there is a huge
need in our world today for people to be more aware of others. To me, theatre is
the ideal way to teach empathy. Actors need to practice empathy to truly
understand their character, and audiences must practice empathy in order to relate
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to the story. If my students can go out into the world bringing more empathy to
our society, then I will feel my teaching has been a success!
Mr. Moll’s commitment to teaching empathy can be seen in his daily lessons. He recalls
one lesson in particular during his first year of teaching at his current school. He was
teaching the students the Stanislavski acting technique that encourages actors to analyze
the character’s circumstances in order to gain a better understanding of the character and
their story. Even his youngest students were able to apply simple emotions to the
character’s actions. His older students were able to delve deeper:
We dove into all the given circumstances of the character and their world – who
they were, where they were, what was their goal, what was in their way, what do
they want, why do they want it, how are they going to get it, etc. This led to some
pretty significant discussions on why we act the way we do, even in our own
everyday lives.
Mr. Moll choose a pedagogical technique, the Stanislavski technique, to augment his
lesson and to help emphasize the affective component that was important to him as a
teacher. Through this pedagogical choice, his students were given the opportunity to learn
how to connect with the inner lives of their characters, namely what they were feeling
about the circumstances they found themselves in.
Mr. Moll also teaches a until in which his students write a one-act play for two
actors. For this assignment, students need to write the play including clear character
development with depth, a described setting, and the plot must include a conflict (either
inward or outward) that is eventually resolved. The plot must have a beginning, middle,
193

and end with rising action to a climax. Also, of utmost importance, the play must include
some form of a message from the authors that will cause their audience to feel, think, or
debate. When asked to reflect why he wrote this unit plan, Mr. Moll said:
I wanted to find a way to apply class to life, and for them to be able to find the
empathy side of acting, and for them to realize, no, it's just not a play where these
characters are robotically going through this story that was made up for them. We
say things in certain ways to people in order to get what we want. You know, if
you want to impress that person, or if you want to embarrass that person, or if you
want to motivate that person, you are going to say the same sentence in very
different ways. So, my goal is for them to be able to analyze the text and realize,
okay, what are these characters really wanting? It's not just this surface level
story. If you really want to be an actor, and dive into the art of it, and you got to
dive into the emotions, and see what's deeper.
This example shows Mr. Moll’s intentional dimension. It is important to Mr. Moll that
his students learn how to empathize with others, and he is using theatre to help his
students learn this skill.
It is also important to Mr. Moll to know when it is the right time to push a student
out of their comfort zone, and when it is best to encourage them to wait a little longer
until they are ready, even if this means resisting a persistent parent. This lesson was
learned in a way that he still feels badly about.
There was a student last year that her mom wanted her to sing at the assembly,
and when she came in to audition, I told her she was not quite ready. I said, "Hey,
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take a couple of weeks, practice, and let me know when you want to try again." I
don't know whether she told Mom this, or whether Mom just heard it this way, but
Mom heard, "Oh, you're singing next week at the assembly." The girl came to
school in performance gown attire and tells her whole class that she's singing at
that morning’s assembly. I talked to her before, and she's super nervous, and I
thought, "Oh this girl is not ready to perform." Mom came in and made the
executive decision that she would perform that day. I should've just stuck my
heels in, and said, "Nope, not happening." But for some reason I let it go through.
The girl ended up just sobbing in front of the whole school into the microphone.

There are times though that Mr. Moll knows showing care for his students means letting
them have a less-than-ideal performance.
We did a show choir unit this year, and I had to ask myself, at what point do I say,
"Okay, you're not prepared enough. We have to delay the performance." Or, when
is it worth it? When is it a learning opportunity to have them go up there and not
know the whole thing? Sometimes the problem is they're not prepared and its not
about them being nervous. So, them to figure out how to manage their time, they
have to go through that moment of being in front of an audience, and not being
prepared, and being like, "Oh wow. Yeah. That's why I should have done the
work." It is important to know the difference between lack of preparation, and
lack of emotional or mental readiness.
Noddings (2005) would agree with Mr. Moll as she expressed sometimes showing care
requires withholding direct help.
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Visual Representation of Data
A data visual representation was generated for Mr. Moll. Documents analyzed
included direct quotes from transcribed interviews, playbills, and communications from
the participant to parents on the school’s website. Common words excluded from the
search were: year, just, want, like, way, get, one, started, really, well, end, even, grade,
two, yeah, going, got, mom, able, also, let, maybe, next, every, first, right, and three. Mr.
Moll’s data visualization takes the form of an abstract stage with curtains. The eight most
frequent words in descending order were: school, performing, students, arts, know,
music, teaching, and person. Mr. Moll’s role as a performance teacher show’s though the
prevalence of the word “performing.” The word “know” is also in his top eight, as it was
for Ms. Linderman, Ms. Bass, and Ms. Mitchell.
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Figure 4.39. Data visualization of Mr. Moll’s eight most frequent words, taking the
abstract form of a theater stage. The eight most frequent words in descending order are:
school, performing, students, arts, know, music, teaching, and person.

Final Thoughts about Mr. Moll
Mr. Moll’s interviews were evaluated through the conceptual framework of
Eisner’s intentional dimensions, the pedagogical dimension, and the additional 6th
dimension, care. The intentional dimension is evident in the way he structures his lessons
and the pedagogical element was evident in the techniques he used to teach those lessons.
Mr. Moll’s care for his students are present when he decides to when to help a student
and when he decides not to intervene. Mr. Moll’s own passion for theater has helped to
drive him to create some of the strongest elementary theater performances in the state.
Always at the center of his productions are the ideas of empathy and storytelling. This
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affective component of Mr. Moll’s teaching philosophy is evident in the playbills that
accompany each performance. Included in the playbill of each production is a note Mr.
Moll has addressed to the audience. In these notes he takes time to thank everyone who
has supported the show, but he also takes time to discuss part of his own educational
philosophies and driving home the important social messages that are woven into each of
his students’ performances. Mr. Mall is a conscientious teacher who is always thinking
about the wellbeing of his students and their future selves. He is a teacher who
approaches every lesson with an affective component, augmenting them in order to help
his students connect the material to their own lives. “To me, the entire point of the arts is
to bring about emotion. While just teaching skills might help a student perform a dance or
musical piece, I don’t believe it becomes ‘art’ until emotion has been put into the
equation.” As he wrote on the playbill of one of his students’ recent performances, “My
hope is that regardless of whether or not these kids decide to pursue theater, they go
forward in life fully embracing empathy. To see every person as a person with a story – a
person with value, a person who deserves to be heard.”

198

Figure 4.40. Director’s note from Mr. Moll inside the playbill from one of his
school’s performances.
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Figure 4.41. Director’s note from Mr. Moll inside the playbill from one of his
school’s performances.
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Ms. Dykshorn, Master Elementary Band and Orchestra Teacher
Ms. Dykshorn is a 43-year-old teacher with twenty years of teaching experience,
the last seven of which have been at her current school. She loves teaching and feels very
supported by her administration and the school’s community at large. In addition to her
role as a public-school teacher, Ms. Dykshorn also teaches for a preparatory program at
the local music conservatory, music appreciation courses at the local community college,
and she goes on tour every summer with a high school abroad music program. When I
comment how busy she is, she replies, “I like all of them. And every time I think, ‘Gosh,
I want to pare down,’ I can't really pare down. I think about which one do I want to
maybe walk away from, and I never do it.” Ms. Dykshorn’s elementary music program is
renowned as being one of the strongest in the state, and her students are known
consistently play at advanced levels.
Ms. Dykshorn’s own introduction to instrumental music came when she joined
band as a 5th grade percussionist. She attended a conservatory for college where she got
her bachelor’s degree in music education, and a few years later she returned for her
master’s degree in music education. Ms. Dykshorn’s educational philosophy is fueled by
her passion for the arts. “My job is to create children that are lifelong learners in the arts
total. I think that all arts lend towards each other. I'm really into arts integration and using
visual arts even in teaching music.” Ms. Dykshorn’s mission to create lifelong learners is
evident in her affective complementary curriculum. As a teacher who works with young
performers, she often hears from skeptical parents who had negative experiences in their
childhoods.
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What I heard over and over again is, "Yeah, okay, my kid wants to play the flute.
My band director said I was awful, so I quit. So I don't know if my kid's going to
stick with it, but sure, if everybody else is doing it, they want to play the flute." I
think I take the approach to teaching that I don't want my students to end up
saying that to their kids later. For us to continue, for the arts to flourish, we need
them to have a positive experience in the arts. But everybody can be part of
musicmaking. There's also a place for honor ensemble. There are places for
students who excel. But I think everybody can be part of the musicmaking and the
music creating process and using music for more than just performing it. Because
if we don't do that, eventually my students turn into parents with children who
they won't let them sign up to play an instrument. And I think the benefits of
learning to play an instrument help those kids in every aspect of life later on.
Ms. Dykshorn likes to teach her students that music is another language. “I think
it’s important that you make the connection with children that music is just another
language, and break it down for them that it's based on an alphabet, and the alphabet gets
put together to make words, and music is based on pitch that gets put together to make
phrases.” This pedagogical technique is not a part of her school district’s teaching
curriculum, it is unique to Ms. Dykshorn. To help emphasize this point, Ms. Dykshorn
will read to her students with no inflection in her voice. Afterwards, her students will
report that they found it difficult to know if she was joking or serious, asking a question
or giving an answer, or if she was lying or telling the truth. To which she tells them,
“Playing music is just like reading. Just like you have to add things that are beyond just
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words in speaking text when you read to someone, or when you speak to someone. If we
don't talk about the emotion behind what we're saying, then we're really just speaking like
robots."
Ms. Dykshorn demonstrates the sixth dimension of care when she enforces the
importance of teamwork within her ensembles. “We talk about how everybody's role is
important. Some of us take the lead sometimes, and some of us are followers sometimes.”
She has a poster in her room that they often refer to.
Geese fly in a V, and they put a leader in the front, but they also have two leaders
in the back. They switch places, they switch jobs, because sometimes the leaders
get tired, and they need other people to step up to the plate at that point. And if a
goose happens to fall ill, geese stay with them. The rest of the gaggle can still fly,
but they will never leave a goose alone.
When Ms. Dykshorn can see her top students getting frustrated that some of my slower
learners need additional time, she will talk about ways they can support each other. If a
student is struggling that day, she will ask them,
How can you exist in the ensemble right now if you're feeling uncomfortable with
the music presented right in front of you? Maybe you didn't practice enough this
week, and that's okay. You're going to go home and practice. You just learned a
little lesson that we learned. But why don't you let the other people take the lead
for now.
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Ms. Dykshorn recently had an opportunity to allow her students to support her through a
hard time.
I came back to school after my new puppy passed this year. It was hard for me to
come back to school, but I think that the colleagues in school, everybody stopped
in that day to check on me, and I got a lot of hugs. I told the kids, "It's kind of like
our band community here. I'm usually one of the strong teachers in this building
who is helping out other teachers, and who other teachers come to. Today I
needed the other teachers to take over and support me for a little bit."
The idea of teamwork is so important to Ms. Dykshorn that she augments her ensemble
teaching to consistently reinforce the idea. For Ms. Dykshorn, the emotional components
of team formation are as important as the goal of having a good performance. Through
teamwork, Ms. Dykshorn aims to have her students emotionally support each other and to
carry their bond out of the classroom and into their everyday lives.
Ms. Dykshorn also teaches a 4th grade class called Music Fundamentals. This is
not a performance-based class like band or orchestra. One of her favorite lessons to teach
in this class involves creating a story through the performance art of tableaus and
Mussorgsky’s music, Night on Bald Mountain. For this lesson, Ms. Dykshorn only plays
the beginning of the music, where the notes sound dark and ominous. It is the students’
job to work in groups to come up with what they would envision a storyline could be to
that music. Then, in their groups, they create a living tableau. Some of the students came
up with scary stories, like a shark attack on the beach. One group said the music sounded
like the anticipation of a roller coaster, when the roller coaster's going up the hill but it's
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right at the edge of where it's going to go down the hill. Once the students had created
their tableau, Ms. Dykshorn let them listen to the piece all the way through, and the mood
completely changes at the end. She then had them come up with an ending to their story
that matched the new part of the music piece, a twist or turn of fate and create an
additional tableau. Ms. Dykshorn was not required to discuss the emotionality of the
music or the storytelling component to the works she chooses for her demonstrations.
Instead, she augmented the curriculum to allow her students form a deeper connection
with the materials.
Visual Representation of Data
A visual data representation was generated for Ms. Dykshorn’s top eight words.
Documents analyzed included direct quotes from transcribed interviews, communications
from the participant to parents on the school’s website, professional webpage, and
band/orchestra handbook. Common words excluded from the search were: one, really,
grades, year, like, things, just, want, come, well, get, also, parents, and pull. Ms.
Dykshorn’s data visualization takes the form of a band seating chart. Her eight most
frequent words in descending order were: music, instrumental, students, school, program,
think, band, and time. The word “think” shows up in Ms. Dykshorn’s top eight words, as
it also did for Ms. Linderman, Ms. Bass, and Ms. Mitchell. Ms. Dykshorn’s top words
also show her role as a performance teacher through the words: program, band, and
instrumental.
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Figure 4.42. Visual data representation of Ms. Dykshorn’s eight most frequent
words in the form of a band seating chart. The top eight words in descending order are:
music, instrumental, students, school, program, think, band, and time.Final Thoughts
about Ms. Dykshorn

Ms. Dykshorn’s interviews were evaluated through the conceptual framework of
Eisner’s dimensions of pedagogy, curriculum, and the 6th additional dimension of care.
Ms. Dykshorn is a master of her craft. She keeps her students engaged in learning while
also keeping them accountable to living up to their own potentials. It would be easy for
directors to focus on reaching the goal of a technically stellar performance. However, as
the pedagogical techniques of Ms. Dykshorn has shown us, taking the time to establish a
community of musicians as well as acknowledging the emotions that come with being
human can lead to better performances; performances that communicate what it means to
be human. Through the curricular dimension one can see how Ms. Dykshorn augments
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her teaching with affective components, focusing on the stories and emotions embedded
within the music the students are performing. Ms. Dykshorn expresses her care for her
students through the establishment of a team. It is important to Ms. Dykshorn that her
team knows how to take care of each other and to share in the responsibilities of
leadership and of caring for each other. Ms. Dykshorn’s concern with creating life-long
patrons of the arts shows her commitment to making band and orchestra a positive
experience for each of her students.
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Figure 4.43. “Lessons from Geese” poster hanging in Ms. Dykshorn’s classroom.
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Summary
As I indicated at the beginning of this chapter, I utilized Eisner’s five dimensions
of school ecology as the conceptual framework for this study (2017), including the
original five dimensions are the intentional, structural, curricular, evaluative, and
pedagogical domains, with an addition of a sixth dimension of care, as described by
Noddings. By examining the data, two major themes emerged, teachers caring about their
students and teachers caring about the affective side of the arts. These themes are based
on Noddings’ care for others and the care of ideas (2015). All five participants made the
exploration of the arts relevant to their students by augmenting their lessons to
encouraged personal affective connections with the arts. I strove to make the settings and
participants come to life in the readers’ minds in order to invite them into the community
of elementary arts education and to shine a light on exemplar teaching examples. To help
insure accuracy, each participant was asked to read their portion of this study and to
provide a reaction response. These communications can be seen in Appendix E, figure
4.44 through figure 4.48.
In Chapter 5, I will further develop the themes found in the vignettes and I will
connect these themes to the literature. All of this will be done while addressing the four
research questions of the dissertation. The discussion will delve into the world of the
possible by looking at the implications of my findings for performing and visual arts
teachers. Finally, I will propose the addition of the term “augmented curriculum” to the
lexicon of curriculum studies.
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Chapter 5: Evaluations and Thematics of an Augmented Curriculum in
Elementary Arts Classrooms
Art is the most intense mode of individualism that the world has known.
-Oscar Wilde

Overview of the Study
The goal of this study was to illuminate the affective components of arts
education used by five elementary performing and visual arts teachers, and through that
insight, provide guidance for teachers who want to augment their elementary arts
curricula to include a larger affective component. I chose to conduct this research using
the research method of Educational criticism and connoisseurship (ECC), an arts-based
qualitative research method developed by Eliot Eisner (2017). Connoisseurship is
defined by Eisner as the art of appreciation, and it requires the observer have significant
knowledge in a topic area to allow him or her to notice the subtle nuances of a situation
(Eisner, 2002). Criticism is the art of disclosure, or the sharing of what has been
notice/found (Eisner, 2002). Chapter 4 presented criticisms of the five participants.
Chapter 5 will look more closely at the participants to see what can be learned and shared
with educators.
Five elementary performing and visual arts teachers were selected as participants,
two in the Rocky Mountain Region and three in the Chesapeake Bay Region. Two
teachers taught at the same school. Participants were selected based on their personal
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educational philosophies and practices. Participants were identified through nomination
by their administrators or coworkers. Three observations and interviews took place
during February and March 2020. Data collection was conducted through week-long
observations with each of the teachers. The remaining two observations had to be
canceled due to the COVID-19 pandemic. These two participants conducted longer, more
detailed interviews between March 23 and March 27, 2020. All five participants augment
their school district’s curriculum with affective content, and I sought to highlight how
this emerged in their daily teaching.

Discussion of Themes and Responses to Research Questions
Four research questions were at the heart of this study: 1) What are the
instructional intentions of care-oriented elementary arts teachers? 2) What are the
affective intentions of care-oriented elementary arts teachers? 3) How are theses
intentions actualized (or not actualized) within elementary arts classrooms? 4) What is
the significance of these findings for elementary schools throughout the country?
Answers to these questions were discovered through the evaluation of the data and the
discovery of thematics. ECC uses evaluation and thematics to “provide the audience with
the ‘upshot’ of the educational situation explored by the researcher, and ways to
anticipate features of similar situations” (Uhrmacher, Moroye, & Flinders, 2017, p. 49).
While the evaluation allows the researcher to focus on appraisal of the educational
situation, thematics allow the researcher to “articulate patterns, big ideas, and anticipatory
frameworks for other educational situations” (p. 54). Generation of themes is an ongoing,
iterative process that began with the annotation of the data.
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Qualitative data was collected through classroom observations, semi-structured
interviews, and artifact collection. Artifacts included student artwork, teacher blog posts,
playbills, and participant posts on their personal and school’s websites. Data was
annotated through a systematic, generic approach to coding, that is, the qualitative data
was analyzed for themes (Lichtman, 2012). In addition, direct quotes from the interviews,
observations, and written artifacts were then entered into the NVivo qualitative data
analysis software (Version 12.6; QSR International, 2018) for analysis and a word
frequency query was then executed. Word frequency analysis was used in conjunction
with generic data annotation to identify themes. The six identified themes are: students
receiving care, emerging student care of self and ideas, teachers the past cared-fors,
teachers caring for students, teachers caring for affective arts, and teachers caring for
selves. These themes will now be used to answer the study’s research questions. These
findings are explored in detail in the following discussions regarding the research
questions.
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Table 5.1
Themes and Sub-Annotations
Students
Emerging Teachers,
Receiving Student
the Past
Care
Care of
CaredSelf and
Fors
Affective
Arts

Teachers
Caring for
Students

1.
Receive
teacher’s
care
2.
Receive
emotions
from art
3. Are
given
choices

1. Uses
positive
reinforcements
2. Positive
classroom
environment
3. Share
personal
emotions and
stories
4. Connect
with students

1. Tell
their own
stories
2. Feel
empathy
towards
others
and self
3. Make
choices
in art

1. Past
influential
teacher
2. Formed
early
connection
to arts

Teachers
Caring for
Affective
Arts

1. Premeditated
and
spontaneous
lessons on
affects
2. Connect
art to stories
and
emotional
expressions
3. Give
students
opportunities
for personal
expression

Teachers
Caring for
Themselves

1. Inborn
desire to
teach or go
into
helping
profession
2. Teacher
vs. artist
selves
3. Creating
4. Love of
job
5. Having
a purpose
for job
6.
Continuing
their own
education

1. What are the instructional intentions of care-oriented elementary arts teachers?
My observations and interviews identified the following instructional intentions
of care-oriented elementary arts teachers. These teachers:
•

make their students feel physically and emotionally safe
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•

teach students how to care for others (some using mindfulness, power of
words, and empathy)

•

use positive reinforcements, establishing a positive and safe environment

•

go out of their way to connect with resistant students

•

create a sense of team

•

have an inborn desire to teach.

Findings for research question one seem intuitive but do serve to establish a firm
foundation on which the discussions for research questions two through four may be
built. Noddings describes a caring relationship as “a connection or encounter between
two human beings—a carer and a recipient of care, or cared-for.” In addition, the
relationship needs to be a two-way street where both the carer and the cared-for
contribute (Noddings, 2005, p.15). Answering this first research question requires us to
investigate the role of the teacher as carer of students and as a carer for themselves, two
of the six main themes. Teachers showed care of students through their use of positive
reinforcements, their pre-meditated planning of lessons, the formation of teams,
providing emotionally and physically safe environments, and individually connecting
with students. Also of importance, all of the participants felt they were born to be
caregivers and teachers. To break these ideas down further, we will use individual
examples from each of the study’s participants to explore.
Positive Reinforcements. The daily interactions between teacher and students
provide compelling data regarding the kind of relationship they have, and more
importantly for this study, if that relationship is a caring one. Both Ms. Mitchell and Ms.
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Linderman spoke about the importance of positive reinforcements during our interviews.
Ms. Linderman commented, “I think in my lessons, I try to go around and just give
everyone some sort of positive feedback, explicitly.” Ms. Linderman’s desire to share
positive feedback was seen as she walked around her 5th grade, 1st grade, and
kindergarten classes. Ms. Mitchell spoke of the importance of framing comments in a
positive manner. “Instead of pointing out what they’re doing wrong, you need to make
sure you’re not shaming the student, you’re trying to help them to frame it the right way.”
Ms. Mitchell’s desire to eliminate shame from her classroom was also evident in the
vignette describing her 3rd grade class. The students had been saying unkind comments to
each other, and she took time out of her instructional time to discuss with them the
importance of their words and in being supportive of each other. Caring for the student
and helping them to see growth as a positive, rather than a negative is a powerful tool in
the formation of a caring relationship. In observing Ms. Bass, I identified positive
reinforcement consistently. When students would raise their hands, taking a chance and
offering an answer to a question, she would always react positively, thanking them for
using music vocabulary, or complimenting them on being ready to participate.
Pre-meditated lesson planning. Their ethic of care is primarily situated within
their pre-act consciousness (Noddings, 1984). Ms. Bass feels she needs to be careful in
the selection of lesson materials.
I have to be careful at times, like when I was talking about emotions and sadness
with my chorus, I was afraid of staying in the sadness, because I know
specifically with that group of kids, that they’ve had parents die and that they’ve
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had a lot of loss in their life and at times I’m afraid of triggering that. Because I
know I’ve done certain songs and certain songs just bring them to tears. It
surprises me when that happens.
The above statement shows Ms. Bass’ deep level of commitment to taking care of her
students. Her acts of care can be spontaneous, when the occasion of need arises.
However, the primary evidence of care it is the way anticipates the supports her students
will need. Ms. Linderman also demonstrated pre-meditation when she helped her
kindergarten students to not be afraid when they were watching the video of a
thunderstorm. Ms. Linderman knew thunder and lightning were scary for some of her
students and she was prepared to show them how loud the video would be. She also tried
to help her students to see the thunderstorm the way she saw it, as relaxing.
The formation of teams. Ms. Dykshorn spoke of the importance of teamwork
and was willing to share with her students a time when she personally needed the support
of her team. On a particularly sad day, upon the death of her new puppy, Ms. Dykshorn
shared with her students why her collogues kept stopping in to give her hugs. She
explained to her students that she needed the support of her team, and it was that kind of
environment she wished to establish for her students. A place where they could lean on
each other when needed. As detailed in the previous chapter, hanging in Ms. Dykshorn’s
band room is a poster that speaks about the formation of geese when they fly. It is a
metaphor for the importance of teamwork and taking turns being the one leading up front.
Teams work to care for each individual member. Through the building of teams, Ms.
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Dykshorn is ensuring the act of care can continue in her absence. Additionally, care is no
longer coming from a single source, the teacher.
Providing emotionally and physically safe environments. The cultivation of the
classroom environment is very important when cultivating a caring relationship with
students. Ms. Linderman expressed herself very movingly:
From the beginning, before I was even in the classroom, I just knew that I always
wanted to create a safe space for my students to express themselves because that
was given to me as a student in the art room. So, I wanted to give back and pay it
forward, and make sure that kids know that they have a place where they can be
honest and not feel alone.
Ms. Linderman starts her formation of caring relationships by creating an environment
where students feel physically and emotionally safe. Ms. Bass also had her room
designed to work best for the needs of her students. The lack of furniture allowed her
students to move freely during musical activities and prevents her students from running
into furniture. The rugs on the floor provide them with comfort and protect them from the
cold of the linoleum floors.
Connecting with students. All five teachers worked to form positive
relationships with their classes as well as individual students. These five teachers all
strove to have positive interactions with their classes as large groups. However, it is the
manner in which all five teachers go out of their way to work on improving relationships
with students who were resistant in forming positive relationships with them that is truly
special.
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Ms. Linderman shared about a resistant student she encountered her first year of
teaching. This student declared to Ms. Linderman on their first class together that she
hated art, and then proceeded to flip a chair and storm out of the room. Ms. Linderman
decided to “suffocate her with love.” She would go out of her way to check on this
student in and out of art. She eventually formed a personally relationship with her.
By the end of the year, she was visiting me every day after school. She's in
seventh grade now and she still comes to visit me after school. I always remind
her, "Remember that first day of art when you flipped out on me and told me how
much you hated art?" And she's like, "Yeah, I still don't like art, but at least now I
like you."
Ms. Bass tells a similar story of perseverance when working to build a
relationship with a third-grade boy. Her persistent acts of care were received by the
young boy, and a strong relationship was formed as a result.
So this year it was a third grader who expressed that he did not like me, and he
tried to turn others to not like me. It was really difficult. But I just kept trying to
connect and being patient with him. I would have these talks with him, and just
showing him that I'm here for him and I care for him and he can't push me away.
He finally he turned a corner just a couple of weeks ago. He earned having lunch
with a teacher and he picked me, which shocked everyone. But I just kept being
like, "Okay, this is not personal. Clearly something's going on." And then just last
week, right after we had our lunch bunch, he had come to me crying about
something silly, his paper ripped or something, and we were able to talk about it.
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And I thought to myself, "Wow, we've grown so much. A couple months ago you
hated me, and then you wanted to have lunch with me, and now you're coming to
me and telling me this sad thing, so you feel safe with me." So that was just really
cool. And then that'll be a good reminder in the future when I get frustrated again
when kids are attacking me, that I can still break through.
Ms. Mitchell tells a story about a young third grade girl who transferred to her
school and was having trouble connecting with her and the classroom teacher. Ms.
Mitchell went out of her way to tell the student she would like to form a caring
relationship with her, and the result was powerful.
This new student was causing a lot of disruptions and choosing not to participate.
Then she was caught stealing some things from her homeroom. The principal
talked to her about it, but she would not admit to anything. She just completely
shut down. So I went to her at the end of the day and pulled her out of class and
asked, “Have you ever had a relationship with someone you feel comfortable
with?” I could tell she just wasn't comfortable. And she said she felt comfortable
with her old teacher, she could talk to her. I asked her if she felt this way with her
new teacher, and she said, "Well, I think she's starting to get there.” Then I said,
"Well, what can I do? I really do want to have a relationship with you, and I want
to be able to talk but you have to help me out with that. It can't just be me wanting
that." It really helped. There is something about approaching kids in a curious
way and finding out why they are feeling the way they do and telling them that
you're asking because you care and that you're not expecting them to be different.
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When you acknowledge their feelings and ask them about it, when you're curious,
it comes across as care.
Mr. Moll also worked hard to bond with a 5th grader who was at first very
reluctant to participate. Knowing he had two more years teaching the girl made him
decided to work go out of his way to form a positive relationship with the girl.
This 5th grade girl dropped out of our play the week of the show. She would yell
at me in front of students and argued with almost everything that I said to her. At
the end of the day, I realized still had a year and a half left with her. I knew I had
to improve our relationship and her trust towards me in order to keep a positive
climate in the classroom. I used a combination of techniques to try and improve
our relationship. I connected with her more outside of the classroom, I made sure
to include her in activities where she would normally not participate, and I spent
extra time giving her feedback on her work Slowly but surely, our relationship
greatly improved. Now at the end of her 6th grade year, she is one of my model
students in the classroom.
Ms. Dykshorn teaches a young 4th grade boy with a 504 plan, who has a hard time
with setbacks. She changed to way she approached him and treated him differently than
she has ever treated any student in the past. Meeting the 4th grader where he was had an
amazing effect on his attitude towards band.
I have a student this year who's a 4th grader. He has a lot of social and emotional
problems that are a part of his home life. He has a 504 plan to deal with these
things. He's learning to play clarinet, and he is a kid who gives up immediately.
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So, when it squeaks, he's done. To the point of, "I'm putting it away and I'm
walking out of the room.” It took the first six weeks of me telling him, "No, you're
going to sit back down and you're going to get it out and you're going to try." He
doesn't want to quit anymore, and he still comes.
Each of these five teachers took the time to form unique personal relationships
with students who were struggling. By showing care for their students these teachers
were able to turn a negative experience into a positive one for both themselves and their
students. Patience was also important for they needed to wait for the student to actively
receive the care they were sharing. In all five cases, the teachers successfully formed
stronger than average teacher-student relationships as a result. Through care, the teachers
helped their reluctant students participate in class and they were then able to share
information with those students that would have otherwise gone unlearned.
Inborn desire to teach. All participants spoke of knowing from an early part of
their life that they wanted to become teachers, or to help in a caring role. Ms. Bass says
she “just never thought of doing anything other than teaching. Other than my mom made
the joke that I used to say that I wanted to be a clown when I was a little kid.” Ms.
Linderman spoke of playing pretend teacher when she was little. “You just know as a kid.
I lined up all my little Beanie Babies and was always were teaching them. I made up little
math worksheets and I pretended to phone call home. I was just always pretending to be a
teacher. I feel like If you’re a natural teacher, you’ve always just known.” Ms. Dykshorn
knew she wanted to be a teacher as early as her freshman year in high school. Ms.
Linderman and Mr. Moll grew up in families of teachers. Ms. Linderman recalled, I
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wanted to do something that helped people. So I thought I’d either be a nurse or a teacher
and I don’t... I guess that was always kind of a part of me, but it wasn’t like I knew. Like
I said, when I went to college, it was... I didn’t think I would end up teaching actually
ever.” Mr. Moll said,
I came from a family of teachers, so I suppose it is in my blood! Though it was
not my initial plan. I started out wanting to be a performer…But I realized that
performing in the ‘industry’ was not for me. So, I took a step back from it all to
re-evaluate and started teaching. I realized the joy factor in producing shows at
schools is way higher, and that seemed much more fulfilling to me.
Purpose as a teacher. Another commonality amongst all of the participants was a
love and a passion for their jobs and feeling a purpose within their career choice.
Moments before her first class of the day enters her classroom, Ms. Bass shared that she
was emotionally drained from a stressful weekend and that she would just like to go
home and go to bed. By the time the kids had gone back to their homerooms, she was
smiling and energized. She shared with me that teaching always makes her feel better.
Ms. Bass feels her purpose is to “plant musical seeds” and this purpose gives her drive to
do her job well and to find motivation when she is drained.
Ms. Linderman also feels the emotional drain of teaching. She expressed her
feelings by saying:
Teachers just give so much. We are constantly pouring from an empty cup. But,
art energizes me, and my students energize me. I’m an extrovert, so people that I
talk to at school energize me, sometimes in a good way, sometimes not. I think
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sometimes I do struggle with a balance of giving so much and not giving anything
to myself or my relationships at home.
Recognizing this struggle helped to encourage Ms. Linderman to seek out art classes this
summer, so she can reconnect with her own artistic self. Ms. Linderman also sees a large
function of her job as “preparing my students to be independent and not to need us.” The
promotion of independence energizes her interactions with her students, whether she is
encouraging them to make their own decisions or she is expecting them to maintain their
own art tools and creative space.
For Ms. Mitchell, deciding to retire at the end of the year was a really hard choice
for her, and she cried when she told me. Mindfulness helps her stay in the moment inside
the classroom and outside in the larger world. “Mindfulness is really about self-care and I
think that's why I started doing it. It was just more for me to work through things that I
hadn't let go of and it has helped me connect with the kids more.” Ms. Mitchell finds
further inspiration in her teaching because she wants to help her students become creative
individuals. She knows “that will get them further than anything else in life.” Nurturing
creativity gives Ms. Mitchell purpose as she plans and implements her lessons, and
purpose leads to her determination and zeal.
Mr. Moll speaks of finding great fulfillment in guiding young performers and in
seeing their developing joy for the craft of performing. Mr. Moll sees his purpose as a
theater educator as promoting empathy. He shared his passion in a note he wrote the
audience in one of his playbills:
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The benefits of theater are endless, and I believe at the top of the list is the value
of empathy. As an audience member, watching a play invites you to feel what the
characters on stage are feeling, to understand their lives and their stories. Actors
share this experience, but to an even deeper level while studying and “being” the
character. Imagine what our world would be if we all learned to take a step back
and truly practice empathy – to really understand and feel another person’s story
and point of view. Sounds wonderful, doesn’t it? My hope is that regardless of
whether or not these kids pursue theater, they go forward in life fully embracing
empathy. To see every person as a person with a story – a person with value, a
person who deserves to be heard.
Ms. Dykshorn loves her job because she is passionate about the arts. Being
involved in the arts every day makes her happy, so much so she has taken on extra rolls
teaching over the summers and weekends. The extra teaching opportunities are not about
money for her, they are about the creation of music.
It is my goal that my students love what they do, that they find joy in making
music, that they find fellowship and community building in making music. It's
like that saying, everything I needed to learn I learned in kindergarten, I think
everything that you need to learn you also can learn in band, you can learn in an
ensemble setting. The teamwork aspects, the taking pride, the delayed
gratification, working for something that we don't see the finished product for a
really long time. I want kids to take those lessons away from what we do in our
class.
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Ms. Dykshorn sees part of her responsibility as a teacher is helping music performance
and patronage to continue into future generations:
If they end up being wonderful musicians and go into music later as a career,
that's wonderful. But I don't expect that from my students. I just hope to turn on
light bulbs that they remember that when they're a parent, I think that's important,
that if they enjoy making music and playing music, I think that fuels us for the
future.
These teachers all define their role as an arts teacher in unique and personal ways. The
important takeaway is that each teacher has a defining belief. These defining beliefs of
why they teach serve as a guide in the dark times and as a driving force all days.
Teachers taking care of themselves. Listening to their own voices when
deciding on a career choice shows these teachers taking care of themselves. In caring for
self, I do not mean what most people think of as “self-care,” getting massages, or taking
“me time.” By caring for self, I mean acknowledging what makes someone whole,
finding purpose and acting on it, or listening to the inborn desire to be a helper or a
teacher and following that dream to fruition. These teachers have followed their hearts
when choosing their career, and this finding falls within the thematic of teachers caring
for themselves. All five participants found jobs that feed their souls, and that shows.
Palmer explains why this is so important, “Teaching like any truly human activity,
emerges from one’s inwardness, for better or worse. As I teach, I project the condition of
my soul onto my students, my subject, and our way of being together” (2017, pp. 2-3). If
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these five teachers disliked their jobs, those negative emotions would interfere with the
material they were teaching their students.
In acknowledging what made them whole beings they were able to take part in
“re-membering” a process described by Palmer (2017) involving “putting ourselves back
together, recovering identity and integrity, reclaiming the wholeness of our lives. When
we forget who we are we do not merely drop some data. We dis-member ourselves, with
unhappy consequences for our politics, our work, our hearts” (p. 21). Making one’s self a
priority is not a selfish act. Supporting and building one’s passion makes one a better
teacher. Palmer has more wisdom to add to the conversation about passion and its
function in teaching:
I always thought that passion made a teacher great because it brought contagious
energy into the classroom, but now I realize its deeper function. Passion for the
subject propels that subject, not the teacher, into the center of the learning
circle—and when a great thing is in their midst, students have direct access to the
energy of learning and of life. (p. 122)
Noddings (1984) speaks of the two sides of joy, the giving and the receiving. In order to
give joy, one must nurture the joy inside themselves, something all five of the study’s
participants do regularly. On interesting sub-thematic that emerged within the thematic of
teachers caring for themselves was how the teachers viewed themselves as artists. Ms.
Bass and Ms. Mitchell both spoke of past feelings of unworthiness for using the word
“artist” or “musician” to describe themselves. Ms. Mitchell said, “I thought that to say I
was an artist I needed to be better to be able to say I was an artist or to have some more
accomplishments or something in that world. And then later I learned that no, you can be
an artist.” Ms. Bass had similar thoughts.
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For a long time, didn’t think of myself as a musician and thought of myself more
as a teacher. For a long time, I didn’t feel like I was a good enough performer to
consider myself a musician, because I wasn’t going out and performing for
people. But I realize now I perform every single day in the classroom. I feel like
being a music teacher makes me also a musician, because I want to teach them
that artful part of being a musician also. Not just me being a teacher.
Ms. Linderman recognized the importance of nurturing her own creativity.
I don’t have the time, or maybe it’s an excuse, I don’t have the energy maybe to
produce art the way I was in my free time. I love that I can produce art at my job
because I don’t know if I would otherwise be producing art right now because
teaching just takes so much out of you. I think it’s important though for art
teachers to also be artists. In the summer, that’s my goal, is to go back to school
and take more art classes because I need to get back.
Mr. Moll still performs outside of school and he saw his time in the classroom as an
extension of his artistic craft through the creativity of directing student productions,
finding joy in embarking on the creative process with his students. While Ms. Dykshorn
astutely made a distinction between being a musician and being a performer.
Being a performer means that you’re simply doing just that, and that’s about
playing your instrument for people. That doesn’t necessarily make you a great
musician. Being a great performer could just come from talent. Being a great
musician comes from talent and work, and its understanding the intricacies, I
think, more of music, and understanding the communication piece of music. And
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I think if you are a great musician, you also are a great teacher, because you’re
able to break music down, or any art for that matter, into its simplest parts. I
mean, composers are great musicians, but they might not be the best performer on
their instrument.
In the end, it appears the teachers who still took time to create outside of the
school classroom saw themselves as active artists or musicians and were more apt to call
themselves by such names. There was also an interesting undercurrent to Ms. Linderman,
Ms. Bass, and Ms. Mitchell’s answers that would make an excellent future study. Do arts
teachers see themselves as artists and musicians, and if not, how should arts teachers
nurture the inner artists inside?
All five participants are also highly educated themselves. Ms. Linderman is
working on her second master’s degree, in arts integration, while already having a
master’s degree in art education. Ms. Bass has her master’s degree in music education,
her level 1 and 2 Orff certifications, and is currently applying for her national teaching
certificate. Ms. Mitchell has two master’s degrees, one in art education and one in gifted
education. Despite the fact that she is months away from retiring, Ms. Mitchell is still
reading art pedagogy and philosophy books. Ms. Dykshorn has her master’s degree in
music education. Mr. Moll holds teaching certificates in three areas (early childhood,
music, and theater) and is working on his master’s degree in theater education. This
group of educators are not only motivated to help their students receive well-rounded
educations; they are committed to being well-educated themselves.
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Summary
True authenticity of the teaching-self is a tangible force within the classroom.
Students are keenly aware to the subtle signals their teachers send into the learning
environment. In a holistically driven classroom, if a temporary condition occurs (such as
the teacher having a cold or a stressful morning of car trouble) the class can ride the
emotional undercurrents in the classroom because an emotional anchor was established
earlier in the year. If the classroom environment is one of disconnected learning, where
the knowledge flows down from the teacher in a torrent akin to a waterfall, and the
teacher is too removed to provide an anchor on which the students can tie their emotional
vessels, then the smallest of conditions can throw the students into mental and emotional
chaos. “As I teach, I project the condition of my soul onto my students, their families, and
on our way of being together. The entanglements in the classroom are often no more or
less than the convolutions of my inner life. Viewed from this angle, teaching holds a
mirror to my soul” (Palmer, as quoted by Vennard, 2015, p.105). The first research
question, “What are the instructional intentions of care-oriented elementary arts
teachers?” was answered through the themes of teachers caring for students, and teachers
caring for themselves. While there were no surprising answers to this question, the
answers do show how teachers established care for both their students and for
themselves. These caring relationships allowed the teachers to expand their care to
include caring for affective arts, as will be discussed in terms of answering research
question number two.
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2. What are the affective intentions of care-oriented elementary arts teachers?
My observations and interviews identified the following affective intentions of
care-oriented elementary arts teachers. These teachers:
•

expressed teaching affective arts as a part of their purpose as teachers

•

teach emotional connections to art, which is sometimes premeditated and
sometimes not

•

teach how art is an emotional expression and tells personal stories

•

use art to help students feel empathy for artist and subject and to understand
their stories

•

give the students the power of choice in their own artwork.

Question number two is answered through the thematic of teachers caring for affective
arts. The five participants all augment their curriculum with affective lessons, meaning
the emotional qualities of the arts are frequent topics for all of the participants. All five
participants said teaching the affective side of arts was a part of their driving purpose as
teachers, this was sometimes premeditated and sometimes unconsciously done. When
done deliberately and cognitively to help their students connect with the arts, as
demonstrated through the various vignettes presented in Chapter 4, these acts fall into the
realm of augmented curriculum. The augmented curriculum is a new term developed
from my findings within this study. The next few pages will discuss this new term’s place
within the lexicon of curriculum.
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Augmented Curriculum
The 1918 publication of John Franklin Bobbitt’s The Curriculum solidified
curriculum as an educative experience (Pinar, Reynolds, Slattery, & Taubman, 2000).
Since this publication, numerous definitions of curriculum have been added to the
literature, helping to expand understanding, adding both depth and breadth to curricular
discussions. As Uhrmacher attests, “Providing a language to help make distinctions
among curricular issues that may otherwise go unnoticed is an important reason for
continuing to develop curricular terms” (Uhrmacher, 1997, p. 321). A few ideas added to
the lexicon have included: the operational curriculum (Eisner, 2002), the intended
curriculum (Eisner, 2002), the shadow curriculum (Uhrmacher, 1997), the null
curriculum (Eisner 1994; Flinders, Noddings, & Thornston, 1986), the received
curriculum (Venezky, 1992), the complementary curriculum (Moroye, 2009), and the
hidden curriculum (Jackson, 1968; Apple, 1975; McLearen, 1994). I studied the
intentions and actions of public-school teachers who thought by augmenting their
curricula with a focus on the affective side of the arts. My own findings have led me to
propose the addition of “augmented” curriculum into the lexicon.
An augmented curriculum seeks to connect students with the existing curriculum
in a deeper way by adding an additional layer of connection between the lives of the
students and the material they are studying. The augmented elements can be student
driven or teacher driven, but the teacher has made the decision to add this additional
element to their students’ learning to help the material become more relevant to the
students’ lives. This augmentation can take different forms. Social justice may be
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important to a teacher’s students, and as a result she decides to teach using a social justice
augmented curriculum, where she ties in the concepts of social justice as often as she can
within her instruction. Through the addition of the modifier “social justice,” the
augmented curriculum takes on a specific focus. Perhaps a mathematics teacher seeks to
make math relevant to her students, so she helps her students to see the numbers
surrounding them in nature by pointing out the Fibonacci sequence in the flowers
blooming outside their window. Or, an economics teacher has his students read local
newspaper articles from the stock market crash of 1929. Perhaps a biology teacher invites
a cancer survivor into her class to discuss the human impact of the disease. Teachers can
invoke culturally responsive teaching in their classrooms by adhering to the principles of
culturally responsive pedagogy. Augmented curriculum is an umbrella concept under
which other pedagogies can reside. Most fundamentally, an augmented curriculum is an
additional element a teacher decides to add to their teaching in order to help their students
connect personally with the material.
The augmented curriculum is closely related to other specific delineations of
curriculum. The augmented curriculum is similar to the complementary curriculum, but
there are important differences. First, the complementary curriculum often resides within
the teacher’s subconscious, it is an innate part of who they are as a person and as a
teacher (Moroye, 2013). The augmented curriculum is a conscious decision made by the
teacher. The augmented curriculum can be a natural part of a teacher’s disposition or
teaching style, or it could be a choice made by the teacher to stretch their own teaching in
order to help their students obtain deeper learning. Second, the complementary
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curriculum is an expression of the teacher’s own beliefs and views of the world. The
augmented curriculum looks to connect the educational material with the students’
worlds, and to making the material connect to what is important to the lives of the
students.
Augmented curriculum is also similar to the hidden curriculum (Jackson, 1968),
but there are important distinctions. The hidden curriculum relates to the norms of
schooling and indicates a particularly negative aspect of schooling that is not explicitly
taught but is still essential to learn in order to be successful in school. The augmented
curriculum flips the paradigm around and looks to connect the learning content to the
students’ lives, making the teaching centered around what is important to the students.
Second, the augmented curriculum originates within the teacher, while the hidden
curriculum can originate from a variety of human or material sources (Jackson, 1968).
The implicit curriculum “is what it teaches because of the kind of place it is”
including the school’s approach to teaching, rewards systems, and the physical structures
of the environment (Eisner, 1985, p. 97). The implicit curriculum can imply something
that is good, while the hidden generally refers to something that is negative. The
augmented curriculum is intended for the benefit of the students; however, it is
uninterested in the physical structures or rewards systems that are employed within a
classroom. The augmented curriculum also looks to teach to the kind of world the
students live in, placing the connection to the learning outside of the school’s structures.
The implicit curriculum endures while the explicit curriculum changes over time (Eisner,
2002). The explicit curriculum communicates “publicly explicit goals” (Eisner, 1985, p.
233

87) and often appear in curriculum guides and planning materials, and serves as the
teachers formal programing (Eisner, 2002). The explicit curriculum is what the students
are graded on and are expected to learn, and the material changes as learning units are
completed and new units are begun. The augmented curriculum will not appear in
curriculum guides as it is something additional the teacher has decided to add to the
explicit curriculum they are already using to teach. The augmented curriculum is not
intended to be a graded portion of a student’s learning, instead it is meant to help the
subject come alive and feel personally relevant to the student.
The five participating teachers in this study chose to use an affective augmented
curriculum in their teaching. (See Chapter 1 for definition of “affect” used in this study.)
All participants added affective components to their performing and visual arts teaching
to help their students to emotionally connect the arts with their own lives. The five
participants all encourage their students to look deeper at the arts and to find the stories
and emotions embedded within. These teachers also allowed for students to make
decisions regarding their own artwork, and to make personal expressions through their
artwork. This discussion will now look at how and why teachers choose to add an
affective augmented curriculum to their teaching.
Finding the stories and emotions embedded within the arts. All teachers took
time to help students investigate their own emotions as well as the emotions of other
artists/musicians through an augmented curriculum. Ms. Mitchell explains,
When I'm developing a unit of study, I look at the artist and then really look at the
background of the artist and their purpose. Because a lot of times the purpose is
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either emotional and it's always to tell a story of some kind. The emotions are a
big part of art, I guess it's just to help them discover themselves too, their
emotional life and feel okay about who they are as individuals. I just want them to
feel okay about themselves. But the artist part, there's just all of these levels, like
the purpose and the meaning that just usually comes back to something that's
really deep and meaningful and has emotional value. So I might not even intend
to always do the emotional thing, it's just that art is very much built around that.
Sometimes the emotional subtext to the arts happens to come out naturally for the
students. In Chapter 4, we discussed Ms. Bass and a 1st grade student who start to cry
because a song felt sad to him. Chapter 4 also discussed Mr. Moll having students work
through personal emotions about their parents’ divorce through the writing of
monologues. Some students may not find the affective underpinnings of the arts on their
own, they will need a teacher to guide them in class. Augmented curricula look to help
students connect with the learning materials in ways that are personal and pertain to their
own lives, and in so doing, make the learning deeper and more profound.
Students making personal decisions about their artwork. In order for learning
to truly last, students must be able to take what they have learned in the classroom and
apply it while interacting in the larger world. (Dewey, 1938). In learning how to tell their
own stories, show empathy to themselves and others, and make independent choices, the
students of these five teachers were shown the path to become self-caring individuals.
Learning to express their feelings and thoughts through stories told through art is
important to both Ms. Mitchell and Mr. Moll. In Ms. Mitchell’s 4th and 5th grade
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photography vignette we saw her encourage her students to find messages that were
important to them that they turned into art by taking symbolic photographs. Ms. Bass had
her 5th grade chorus students decide the emotions they wanted to convey as they sang,
and these emotions led to the students deciding which musical elements they wanted to
use to convey those feelings. In the vignette of Ms. Linderman teaching 5th grade we saw
her encourage a student to finish his artwork however he liked and to make it uniquely
his. Ms. Dykshorn’s vignette showed the importance of emotional expression through
language to tell stories. All teachers stand in agreement with Redón when she says,
“sharing the stories of our humanity opens us to a deeper connection with others and
ultimately with ourselves” (2009, p.51).
All five teachers leave ample opportunities for their students to make personal
choices in their art. No one is painting by numbers or filling in musical blanks. In their
shared lesson, Ms. Bass and Ms. Linderman consistently reassured their students that it
was okay if happy sounded different to them or sad looked like a different color to
someone else, because in art and music not everyone needs to agree on the way things
look and sound. In all five classrooms, students are given instructional frameworks on
which to build their own interpretations of their assignments. Ms. Linderman expressed
her thinking about this, “In the general education classroom, it’s like you either got the
answer wrong or right. So, I’m trying to teach them it’s up to you. This is the one very
few places in school where it’s totally driven by you, for you, because of you.” This gift
of individuality is precious and goes a long way in helping the students to form personal
connections.
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T eachers caring for the arts
The five participating teachers all choose to add an affective augmented
curriculum to their teaching because of their own care for the arts and their desire to help
their students form a personal, caring relationship with the arts. Caring for the arts is an
extension of Noddings’ care of ideas. I will now take a moment to discuss the way
Noddings’ ethic of care pertains to the care of ideas.
Noddings describes the importance of caring for ideas, or what she calls the care
of ideas. She believes, “the idea is for teachers and students to establish relations of care
and trust so that valuable information can be effectively exchanged, advice given, and
challenging projects undertaken” (2005, p. 153). Noddings also recognizes the appeal of
constructionist approaches to education. Constructionists believe that all students
construct their own understanding through learning, and that they use their senses to
make understandings of the world. In order to retain information, students must actively
listen and then incorporate that information into what they already know. Noddings
explains that students listen for different purposes. “I care about you even though I do not
care about the topic you are discussing. Or I may care deeply about the topic and realize
that what you are saying suggests that I have been wrong about something. Or I may
evaluate your remark and decide that you have made a mistake” (p. 153). Noddings goes
on to explain that for this reason, constructivist teachers spend time trying to discern what
their students like, or what they are trying to do and what motivates them. Teachers will
then need to take this information and use it to work in flexibility to their assignments. To
provide an example, Noddings cites mathematics instruction:
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Teachers with this aim will work flexibility in teaching mathematics—inspiring
those who care about mathematics for itself to inquire even more deeply, helping
those who care instrumentally about mathematics to prepare for the line of work
they desire, and supporting as best they can those students who wish they never
had to encounter mathematics. (p. 154)
I agree with Nodding’s belief that teachers should help students to connect with
their learning by forming caring relationships. I do take issue with one of Nodding’s
other tenets on the care of ideas. Noddings states, “a pedagogy that posits different
objectives for students with different capacities and interests stands the best chance of
meeting our needs as a nation” (2005, pp. 150-155). She goes on to discuss college
mathematics courses and the preparatory high school courses that college bound high
schoolers are required to take. Where I take issue within this discussion is with its
exclusion of younger middle school and elementary students. I strongly feel elementary
students all deserve the same opportunity to discover the arts, whether or not they appear
to have a natural aptitude or desire. The foundation upon which I place this argument is
on the age of the students and their lack of exposure to the larger world. Young students
are still exploring the world and finding where they may fit within its structure. Arts
courses need not turn out future artists, instead they should help broaden the scope of the
students’ views on the world as well as their openness and empathy towards people who
live different lives than they do. Looking beyond the scope of aptitude and academic
attachments, the ideas expressed within arts education need to be emotionally attached to
the artist and their times, as well as to the artistic production of the students. This is
another area that is not explored by Noddings. Emotions and personal connections should
be attached to ideas as they are being taught. An affective augmented curriculum is based
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on the care of ideas; however, it expands the idea into the emotional qualities of learning.
The value of emotional attachment to learning can be seen as a running theme to the
vignettes presented in Chapter 4.
Summary
The second research question, “What are the affective intentions of care-oriented
elementary arts teachers?” was answered by the theme of teachers caring for affective
arts. The findings for research question two provided more surprising answers. First, all
teachers expressed teaching affective arts as a part of their purpose as teachers, it is a
cornerstone of who they are. They carry this fundamental belief with them every day as
they write their lesson plans and teach. Also important is the conscience ways these
teachers formulate their lesson plans around the core belief that arts lessons need to have
an affective element to them. The participants all had unique ways to encourage their
students to feel empathy for the artist and the subject matter. The idea of storytelling was
also important. All five teachers also made deliberate decisions to allow their students to
make their own choices of expression through their art. These deliberate and conscious
choices show up in the classroom as an affective augmented curriculum.

3. How are theses intentions actualized (or not actualized) within elementary arts
classrooms?
My observations and interviews identified the following ways in which careoriented elementary arts teachers actualized their intentions in the classroom. These
teachers:
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•

care for students and affective arts, giving opportunities for personal
expression

•

ensure that students receive the teacher’s care

•

find ways for students to receive emotional content from arts.

The focus will now turn towards the teacher’s expectations of and opportunities provided
to their students. Caring relationships require two participants, the carer and the cared-for
(Noddings, 2005). While the focus of this research was on the actions of the teachers, it is
also important to reflect on the expectations they hold for their students within the
relationships, and I will do so within the following section. Falling within the scope of
this question are the themes of teachers caring for students, teachers caring for affective
arts, students receiving care, and emergent student care of self and affective arts.
Teachers providing opportunities for self-expression. Chapter 4 has multiple
examples of teachers encouraging their students to put self-expression into their art. In
the shared lesson, both Ms. Bass and Ms. Linderman encouraged their students to draw
what the music made them feel. Additional care was given by both teachers as they
assured the students that it was natural for music to make different people feel different
emotions and for people to choose different colors to represent the same feelings. They
both reminded their students that “there are no wrong answers” when they were
expressing themselves. In Ms. Mitchell’s 6th grade vignette, she had her students create
art based upon their individual faces. In Ms. Mitchell’s combined 4th and 5th grade
vignette, she encouraged her students to send explicit messages about causes that were
important to them. Mr. Moll’s vignette depicted students telling stories through the
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creation of monologues and two-person plays. Mr. Moll had his students choose the
stories they wanted to tell, and he pushed them to include a larger message within their
productions. A commonality amongst all teachers was the push for student work that had
individual expression, and their students rose to the occasion with the creation of amazing
pieces of artistic expression.
Students receiving care. Participating in a caring relationship with their teacher
greatly benefits the students. “When the attitude of the one-caring bespeaks caring, the
cared-for glows, grows stronger, and feels not so much that he has been given something
as that something has been added to him” (Noddings, 1986, p. 20) Evidence for the
reception of care by the students was made through low inferences based on the limited
evidence available through the structure of this study. The study’s focus on the teachers
and the minor status of the students prevented me from asking the students how they
perceived their teacher’s actions. Regardless, there was evidence of reception of care
from students when working with all five participants. Even both Mr. Moll and Ms.
Dykshorn, who I was unable to observe teaching due to the closure of schools as a result
of the COVID-19 outbreak, included stories of students receiving care when I
interviewed them. Within the classrooms of Ms. Bass, Ms. Linderman, and Ms. Mitchell,
it was common to see the faces of the students would light up when they were
complimented. Also, all three women were often approached for hugs by their students.
Ms. Mitchell’s 6th grade students received care when they allowed her to plaster their
faces and then lead them, temporarily blinded, to a sink on the opposite end of the room,
where they were then able to wash their faces. Ms. Linderman had students who
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voluntarily visited her room before school for additional interactions and a positive
reminder to have good behavior for the day. Ms. Bass’ classroom was a place where
students felt free to show their vulnerability and cry when the music moved them,
knowing that Ms. Bass would be there to care for them and support them. Both Mr. Moll
and Ms. Dykshorn spoke of their caring interactions with their students and the way their
students would replicate care. In the case of Ms. Dykshorn, her students were
comfortable consoling her when she lost her puppy unexpectedly, something they would
not be able to do if they did not have a caring relationship already established. Mr. Moll
spoke of multiple times his students wrote plays or acted out scenes that touched on the
subjects of divorce and loss. In the act of speaking so honestly and sharing their
heartache, the students demonstrated their trust that Mr. Moll would allow them to be
vulnerable in a caring space. While the students of all five participants are most assuredly
unaware of Noddings’ ethic of care, they all demonstrate the power of her findings on a
daily basis.
Students emotionally receiving arts. All five participants expressed a desire to
help their students form personal and emotional relationships with the arts, and they
aimed to achieve this goal through an affective augmented curriculum. Through these
personal relationships, the students will be able to continue interacting emotionally with
the arts long after their formal education has been completed. Ms. Bass spoke of the way
her chorus students reacted when she added an emotional component to their singing
lesson. “They were just more engaged. Their eyes were on me. They were just in the
music. They were in and living the music versus just singing the notes on the page or
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echoing something back to me.” Ms. Linderman made music and art come alive with
emotions when she taught her 1st grade students about Kandinsky and let them draw the
emotions the music made them feel. During a 6th grade lesson leading up to the face
plastering activity, Ms. Mitchell introduced her students to an artist whose work draws
attention to Holocaust victims. Ms. Mitchell’s students saw the power of art to move her
to tears, and a few of them reacted in kind. Mr. Moll steered his students into thinking
about conflict and emotional backstories as he worked with his students on monologues
and one-act plays. Ms. Dykshorn spoke to her students about the language of music and
how language does not convey meaning without an emotional component. All five
teachers know through personal experiences the way the arts can come into the lives of
children and find a place to reside for the rest of their lives. Helping students to use arts
as a tool for self-care is a natural by-product of the students receiving care and emotions
through the arts.
Summary
Question three, “How are theses intentions actualized (or not actualized) within
elementary arts classrooms?” was answered through the themes of teachers caring for
students, teachers caring for affective arts, students receiving care, and emergent student
care of self and affective arts. Teachers showed care for their students and also care for
affective arts. The teachers all taught their lessons using an affective augmented
curriculum. All of the participants feel that the affective or emotional qualities of the arts
is what makes them really come alive and is why the arts are important. These beliefs
were the catalyst behind the participants deciding to add an augmented curriculum that
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focused on the affective side of the arts, and to help their students to personally connect
with the learning material. Through the care provided by the teachers, the students were
able to receive that care and then take up the task of providing care for themselves and
for the affective arts through the creation of personalized art.
4. What is the significance of these findings for elementary schools throughout the
country?
My observations and interviews identified the following ways in which these
findings could be applied to elementary school curriculum development:
•

past experiences of teachers made affective art important to them (anticipatory
framework)

•

greater attention to the affective impact of an augmented curriculum
(generalization of findings).

The significance of this study will be examined using the definition of “significance” as
was described in Chapter 3. Eisner advocates for two types of generalizations from
educational criticism and connoisseurship. There were two primary findings, each falling
within a different category of generalizations. First, an anticipatory framework was
formed upon the examination of the particular situations of the five participants and the
larger educational context of elementary education. Second, a generalization of findings
led me to create a new curricular term, that of the augmented curriculum, which was
discussed in detail earlier in the paper. This paper will now take time to discuss the
findings of the anticipatory framework.
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Anticipatory framework
The findings of this study allow the researcher and reader to anticipate the
formation of caring relationships between teachers and students leading to positive
attitudes regarding arts classes. Dewey would agree, stating “There is some kind of
continuity in any case since every experience affects for better or worse the attitude
which help decide the quality of further experiences, by setting up certain preference and
aversion, and making it easier or harder to act for this or that end” (1997, p. 37).
Additionally, the findings also indicate that teachers who find the emotional side of the
arts important will draw their students’ attention to the intricacies and nuances that make
it unique and ideal for the expression of emotions. These personal beliefs seemed to be
unrelated to the teacher’s career stage (beginning, mid-career, and late career). All five
teachers spoke of how they felt it was important to include an affective component to
their teaching.
The past childhood experiences of the teachers greatly influenced the kind of
experiences they wished to create for their own students. One of the surprising findings
of this study was how cyclical this experience really is. Teachers started life as students
who were taught how to receive care and emotion through art, they then learned how to
care for themselves and aesthetics, they then became teacher themselves who are selfaware of how important care of self still is, and in turn these new teachers help the next
generation of students learn how to receive care and emotion through art.
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Figure 5.1. The cyclical cycle of care for affective arts, where current teachers were once
the cared for students, they learned how to provide self-care, they became caring
teachers, their students learn how to receive care through arts, and the newer generation
of students begin self-care through the arts.

Teachers, former “cared-fors.” All of the participants had a past teacher(s) who
greatly influenced who they would become. For Ms. Bass, this started for her in 6th grade
with an elementary teacher that “always made me feel loved and supported as a student.”
When Ms. Bass got into high school, her band teacher, “really grew my love of music.
My senior year he would talk to me about coming back and taking over the band program
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as the director. He really raised the bar for me.” Finally, Ms. Bass found her love for
elementary general music with the help of a college professor. “He made elementary
music looks like so much fun. After his class, I knew I wanted to be an elementary music
teacher.” For Ms. Linderman, it was her high school art teacher that first noticed her
talents and really encouraged her to pursue art in college and beyond. Ms. Mitchell’s
mother was an art teacher and she grew up seeing the potential of that career choice. Mr.
Moll spoke of his high school dance teacher with much affection. “She was my high
school everything. She was the person I first came out to, and she helped get me through
that. She would also eat her lunch in the gyms, just because it was during my off period,
and she would let me practice.” Mr. Moll’s former teacher is still an important mentor
who he has dinner with him regularly and who attends all of his directed shows. Ms.
Dykshorn had a band director she loved and respected for the first part of high school.
This teacher moved on, and his replacement was someone she did not look up to and
respect.
I decided my sophomore year in high school that I wanted to teach. We had a
really awesome band director my freshman year, who was at the apex of his
career teaching, and very inspirational. He decided to go into the administrative
role at the middle school the following year. The band director that I had my
junior and senior year really let me down, as a student. I kind of went into
teaching because I wanted to be the complete opposite of him, and not let students
down. So, it actually was a negative experience that kind of turned me into, “Hey,
I can do this, and I can be better at it.”
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Inspirational teachers were at the heart of every participant’s story. They all had someone
who cared for them at an influential part of their lives and who helped them to connect
with their artform at a deeper level.
Early care of the arts. All five of the participants form strong connections and
feelings of care for aesthetics. Ms. Bass credits her mother and grandfather for
introducing her to music early in life. Ms. Linderman said she had loved art longer than
she could remember and it was always her favorite topic in school. Ms. Mitchell credits
her mom for always having art materials around the house for her to use and experiment
with. Both Mr. Moll and Ms. Dykshorn say they started performing as soon as they could
in elementary school, having caught the “performance bug” early in their times as
students. These early positive associations with the arts is at the center of the anticipatory
framework. Each of the participants had someone play an important role in the creation
of their life-long relationships with the arts.
Generalization of Findings
The generalization of findings led me to create the term augmented curriculum.
Any teacher can augment their curriculum, regardless of topic, in a way that makes the
content personally connected to the lives of their students. While an augmented
curriculum can be applied through the addition of any “axiological icing” as was
discussed in Chapter 2, the participants in this study used an affective augmented
curriculum. All five participants voiced independent desires to help their students connect
emotionally with the arts, and each participant did this in unique ways that were catered
to the needs of their students.
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Implications for future research
The findings of this study conclude that the existence of a relationship of care
between the teacher and the students helps to lay a foundation for an affective augmented
curriculum in elementary performing and visual arts classrooms. However, future
research needs to investigate if an affective augmented curriculum could lay the
foundation for a life-long relationship with the arts. This study’s findings point to a
possible correlation between the learning of an affective augmented curriculum early in
life, and the creation of life-long relationships between the student and the arts, as was
demonstrated by all five of the study’s participants. A longitudinal study should be
established in the future to investigate this possible correlation. Ms. Linderman, Ms.
Bass, and Ms. Mitchell’s comments regarding their identities as artists or teachers point
the way to a future study that investigates an arts teacher’s self-identity and how that
affects the way they view their role as educators. Ms. Bass and Ms. Linderman both
spoke of the resistance they felt from their school administration. Future attention should
be given to researching possible policy reforms in educational leadership programs,
where future principals are required to study arts education in schools, and the role arts
education plays in the education of students. Finally, additional research should go into
the formulation of a new arts education philosophy that builds off of the affective
augmented curriculum and arts education. Further research would help to develop the
ideas were begun in this dissertation.
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Conclusion
There are many curricular and pedagogical approaches to the teaching of
performing and visual arts in the elementary classroom. This study did not aim to create a
new pedagogical approach or curriculum. Instead, the study sought to find what teaching
with an affective component looks like in five performing and visual arts elementary
classrooms. The findings indicate that more research needs to be conducted in order to
establish a correlation between an affective complementary curriculum and the
establishment of life-long relationships with the arts. Additionally, the findings indicate a
place within the field where the establishment of a new educational philosophy of arts
education could help to guide lesson planning and implementation with an emphasis on
care of aesthetics. This guidance will be valuable for practitioners as they work in the
field as well as university professors as they prepare their pre-service teachers for their
careers.

250

References
Aesthetics. (2008). In Oxford Online Dictionary. Retrieved from https://www-oedcom.du.idm.oclc.org/view/Entry/293508?rskey=dTlYKw&result=2&isAdvanced
=false#eid
Affective. (2008). In Oxford Online Dictionary. Retrieved from https://www-oedcom.du.idm.oclc.org/view/Entry/3357?redirectedFrom=affective#eid
Anderson, P. (1966). Theos and education in Greek music. Cambridge, MA: Harvard
University Press.
Apple, M. (1975). The hidden curriculum and the nature of conflict. In W. Pinar (ed.),
Curriculum theorizing: The reconceptualists. Berkeley, GA: McCutchan.
Art. (2008). In Oxford Online Dictionary. Retrieved from https://www-oedcom.du.idm.oclc.org/view/Entry/11125?result=1&rskey=RBsmmv&
Barone, T. (2000). Aesthetics, politics, and educational inquiry. New York, NY: Peter
Lang.
Battle-Baptiste, W. & Rusert, B. (eds.) (2018). W.E.B. Du Bois’s data portraits
visualizing Black America: The color line at the turn of the century. New York,
NY: Princeton Architectural Press.
Biesta, G. (2018). What if? Art education beyond expression and creativity. In Naughton,
C., Biesta, G., & Cole, D. Cole, D. R. (eds.), Art, artists and pedagogy:
Philosophy and the arts in education. New York, NY: Routledge.
Birge, E. B. (1987) History of public school music in the United States: New and
augmented edition. Philadelphia, PA: Oliver Ditson Company.
251

Bolton, G. (2007). A history of drama education: A search for substance. International
Handbook of Research in Arts Education, 45-62.
Carle, E. (1973). I see a song. New York, NY: Scholastic Inc.
Coggin, P. A. (1956). The uses of drama: A historical survey of drama and education
from ancient Greece to the present day. New York, NY: George Braziller, Inc.
Collaborative for Academic, Social, and Emotional Learning. (n.d.) Retrieved February
28, 2018 from https://casel.org/what-is-sel/
Conrad, B., Moroye, C. M., & Uhrmahcer, P. B. (2015) Curriculum disruption: A vision
for new practices in teaching and learning. Current Issues in Education 18(3), 120.
Courtney, R. (1989). Play, drama & thought.(4th ed.). Toronto, Canada: Simon & Pierre
Publishing Company Limited.
Creswell, J. W. (2013). Qualitative inquiry and research design: Choosing among five
approaches. Los Angeles, CA: SAGE Publications, Inc.
Critic. The American heritage dictionary of the English language.(4th ed.). (2000).
Boston, MA: Houghton Mifflin Company.
Cross, T. L. (2010). On the social and emotional lives of gifted children. Waco, TX:
Prufrock Press.
Deleuze, G. & Guattari, F. (1994). What is philosophy? New York, NY: Columbia
University Press.
Dewey, J. (2020). Democracy and education: An introduction to the philosophy of
education. Middletown, DE: Classic Literature Reprint.
252

Dewey, J. (2003). My pedagogic creed. In D. J. Flinders & S. J. Thornton (Eds.), The
curriculum studies reader (pp. 33-40). New York, NY: Routledge.
Dewey, J. (1997). Experience and education. New York, NY: Touchstone.
Dewey, J. (1934). Arts as experience. New York, NY: The Berkley Publishing Group.
Donmoyer, R. (2014). Elliot Eisner’s lost legacy. American Journal of Evaluation, 35(3),
pp. 442-452.
Donmoyer, R. (1990). Curriculum evaluation and the negotiation of meaning. Language
Arts 67, pp. 274-286.
Duckworth, E. (2006). “The having of wonderful ideas” and other essays on teaching
and learning. New York, NY: Teachers College Press.
Efland, A. D. (1990). A history of art education: Intellectual and social currents in
teaching and the visual arts. New York, NY: Teachers College Press.
Eisner, E. W. (2017). The enlightened eye: Qualitative inquiry and the enhancement of
educational practice. New York, NY: Teachers College Press.
Eisner, E. W. (2002). The arts and the creation of mind. New Haven, CT: Yale
University Press.
Eisner, E. W. (2001). What does it mean to say a school is doing well? Phi Delta Kappan
Magazine, 82(5), 367-372.
Eisner, E. Cognition and curriculum reconsidered (1994). New York: Teachers College
Press.
Eisner, E. (1985) The educational imagination. New York, NY: Macmillan Press.

253

Eisner, E. (1976). Educational connoisseurship and criticism: Their form and functions in
educational evaluation. Journal of Aesthetic Education, 10 (3/4) 135-150.
Erentaité, R., ; Vosylis, R., Gabrialavičiūtė, I., & Raižienė, S. (2018). How does school
experience relate to adolescent identity formation over time? Cross-lagged
associations between school engagement, school burnout, and identity procession
styles. Journal of Youth and Adolescence, 47(4), 760-774.
Flinders, D. J., Noddings, N., & Thornton, S. J. (1986). The null curriculum: Its
theoretical basis and practical implications. Curriculum Inquiry 16(1), 33-42.
Freire, P. (1999). Pedagogy of the oppressed: New revised 20gh-anniversary addition.
New York, NY: The Continuum Publishing Company.
Goodman, N. (1976). Languages of art. Indianapolis, IN: Hackett Publishing Company,
Inc.
Heubner, D. E., Hillis, V., & Pinar, W. F. (1999). The lure of the transcendent: Collected
essays by Dwayne E. Heubner. Abingdon, United Kingdom: Taylor and Frances
Group.
Jackson, P. (1968). Life in classrooms. New York, NY: Hole, Rinehart & Winston, Inc.
Kandinsky, V. (1923) Circles in a circle. Retrieved April 20, 2020 from
https://www.philamuseum.org/collections/permanent/51019.html
Kandinsky, W. (2020). Concerning the spiritual in art. Middlestown, DE: Classic
Literature Reprint.

254

Kessler, R. (2000). The soul of education: helping students find connection, compassion,
and character at school. Alexandria, VA: Association for Supervision and
Curriculum Development.
Lawrence-Lightfoot, S. (1997) A view of the whole: Origins and purposes. In S.
Lawrence-Lightfoot & J. H. Davis, The art and science of portraiture (pp. 1-18).
San Francisco, CA: Jossey-Bass.
Leavy, P. (2015). Method meets art: Arts-based research practice. New York, NY: The
Guilford Press.
Lichtman, M. (2012). Qualitative research in education: A user’s guide. Los Angeles,
CA: Sage Publication.
Lowenfeld, V. (1947). Creative and mental growth. New York, NY: Macmillan.
Lowenfeld, V. & Brittain, W. (1970). Creative and mental growth (5th ed.). New York,
NY: Macmillan.
Lupi, G. & Posavec, S. (2016). Dear data. New York, NY: Princeton Architectural Press.
Macdonald, S. (1970). The history and philosophy of art education. Cambridge, England:
Lutterworth Press.
Mark, M. L. (2008). A concise history of American music education. New York, NY:
Rowman & Littlefield Education.
Masuda, A. M., Ebersole, M. M., & Barrett, D. (2013). A qualitative inquiry: Teachers'
attitudes and willingness to engage in professional development experiences at
different career stages. Delta Kappa Gamma Bulletin, 79(2), 6-14. Retrieved from

255

https://du.idm.oclc.org/login?url=https://search-proquestcom.du.idm.oclc.org/docview/1265612480?accountid=14608
McLaren, P. (1994). Life in schools: An introduction to critical pedagogy in the
foundations of education (2nd ed.). New York, NY: Longman.
Miller, A.I. (2006). “A genius finds inspiration in the music of another” New York Times.
Retrieved from http://www.nytimes.com/2006/01/31/science/a-genius-findsinspiration-in-the-music-of-another.html?mwrsm=Email
Moroye, C. M., & Uhrmacher, P. B. (2018). Teaching in the moment: Educational
experience in the age of tomorrow. On the Horizon 26(2), 170-180.
Moroye, C. M. (2013). Complementary curriculum: The work of ecologically minded
teachers. In D. J. Flinders & S. J. Thornton (Eds.), The curriculum studies reader
(pp. 379-398). New York, NY: Routledge.
Moroye, C. M. (2009). Complementary curriculum: The work of ecologically minded
teachers. Journal of Curriculum Studies, 41(6), 789-811.
Moroye, C. M. & Uhrmacher, P. B. (2009). Aesthetic themes of education. Curriculum
and Teaching Dialogue 11(1-2), pp. 85-101.
Moroye, C. M. (2007). Greening our future: The practices of ecologically minded
teachers (Doctoral dissertation). Retrieved from University of Denver
Dissertations. (3253722)
Moon, S. M. (2009). Theories to guide affective curriculum development. In J. L.Van
Tassel-Baska, T. L. Cross, & F. R. Olenchak (Eds.), Social-emotional
curriculum: With gifted and talented students. Waco, TX: Prufrock Press Inc.
256

Nachmanovitch, S. (1990). Free play: The power of improvisation in life and the arts.
New York, NY: The Putnam Publishing Group.
Nakamura, K. (2009). The significance of Dewey’s aesthetics in art education in the age
of globalization. Educational Theory, (59)4, 427-440.
Naughton, C. (2018). The implications of ‘percepts, affects and concepts’ for arts
educators. In Naughton, C., Biesta, G., & Cole, D. Cole, D. R. (eds.), Art, artists
and pedagogy: Philosophy and the arts in education. New York, NY: Routledge.
Newman, J. E. (1996). What happens when art isn’t absent: The influence of an artsintegrated curriculum on second and fourth grade students enrolled in a K-8
visual and performing arts magnet school. Ph.D. dissertation. University of
Denver, Colorado.
Noddings, N. (2015). A richer, broader view of education. Society, 52(3), 232-236.
Noddings, N. (2005). The challenge to care in schools: An alternative approach to
education. New York, NY: Teachers College Press.
Noddings, N. (1984) Caring: A feminine approach to ethics and moral education. Los
Angeles, CA: University of California Press.
NVivo [Computer software]. (2018). Retrieved January 25, 2020 from
https://www.qsrinternational.com/nvivo-qualitative-data-analysissoftware/support-services/nvivo-downloads
O’Toole, J., Stinson, M., & Moore, T. (2009). Drama and curriculum: A giant at the
door. New York, NY: Springer.
Palmer, P. (2017). The Courage to Teach. San Francisco, CA: Wiley.
257

Patton, M. Q. (1980). Qualitative evaluation methods. Beverly Hills, CA: Sage.
Pinar, W. F., Reynolds, W. M., Slattery, P., & Taubman, P. M. (2000). Understanding
Curriculum: An introduction to the study of historical and contemporary
curriculum discourses. New York, NY: Peter Lang Publishing, Inc.
Ross, J. (2005). The importance of being artist: Reflections on Elliot Eisner. In P. B.
Uhrmacher & J. Matthews (Eds.), Intricate Palette: Working the ideas of Elliot
Eisner (pp. 65-73). Upper Saddle River, NJ: Pearson.
Smith, T. (1996).The history of American art education: Learning about art in American
schools. Westport, CT: Greenwood Press.
Stamou, L. (2002). Plato and Aristotle on music and music education: Lessons from
ancient Greece. International Journal of Music Education, 39, 3-16.
Stroh, C. (1974). Art in the general curriculum: A plea for emphasis on the cognitive. Art
Education 27(9), 20-21.
Synaethesia. (2008). In Oxford Online Dictionary. Retrieved from https://www-oedcom.du.idm.oclc.org/view/Entry/196336?redirectedFrom=synaesthesia#eid.u7
Tharp, R. G., Estrada, P., Dalton, S. S., & Yamauchi, L. A. (2000). Teaching
transformed: Achieving excellence, fairness, inclusion, and harmony. Boulder,
CO: Westview Press.
Tyler, R. W. (20130) Basic principles of curriculum and instruction. Chicago, IL: The
University of Chicago Press.

258

Uhrmacher, P. B., & Moroye, C. M. (2017) Prologue. In E. W. Eisner, The enlightened
eye: Qualitative inquiry and the enhancement of educational practice. New York,
NY: Teachers College Press.
Uhrmacher, P. B., Moroye, C. M., & Flinders, D. J. (2017). Using educational criticism
and connoisseurship for qualitative research. New York, NY: Routledge.
Uhrmacher, P. B. (2009). Toward a theory of aesthetic learning experiences. Curriculum
Inquiry, 39(5), pp. 613-636.
Uhrmacher, P. B. & Matthews, J. (2005). Building his palette of scholarship: A
biographical sketch of Elliot Eisner. In P. B. Uhrmacher & J. Matthews (Eds.),
Intricate Palette: Working the ideas of Elliot Eisner (pp. 1-13). Upper Saddle
River, NJ: Pearson.
Uhrmacher, P. B. (1997). The curriculum shadow. Curriculum Inquiry 27(3), 317-329.
Uhrmacher, P. B. (1991). Waldorf schools marching quietly unheard. Ph.D. dissertation.
Stanford University, California.
United Nations Educational, Scientific and Cultural Organization. Road map for arts
education. The world conference on arts education: Building creative capacities
for the 21st century. Lisbon, March 6-9, 2006.
Van Tassel-Baska, J., Buckingham, B. L. E., & Baska, A. (2009). The role of the arts in
the socieomotional development of the gifted. In J. LVan Tassel-Baska, T. L.
Cross, & F. R. Olenchak (Eds), Social-emotional curriculum with gifted and
talented students. Waco, TX: Prufrock Press.

259

Venezky, R. L. (1992). Textbooks in schools and society. In Philip W. Jackson (Ed.),
Handbook of research on curriculum (pp. 436-461). New York, NY: Macmillan
Ward, W. (1930). Creative dramatics: For the upper grades and junior high school. New
York, NY: D. Appleton and Company.
Water come a me eye. (n.d.) Retrieved March 20, 20202 from
https://makingmusicfun.net/htm/f_mmf_music_library_songbook/water-come-ame-eye-lyrics.php
West, C. (1989). The American evasion of philosophy: A genealogy of pragmatism.
Madison, WI: The University of Wisconsin Press.
Who are we? (n.d.) PBIS. Retrieved April 15, 2020 from https://www.pbis.org

260

Appendices
Appendix A
Tables
Table 2.1
Philosophies of Art Education and Affect within American Schools
Music Education
Moravian Schools
Boston Public
Schools’ 1386
Report
Founding mission
statement of
School Music
(1990)
Emile JaquesDalcroze

Visual Arts
Education
Horace Mann

Theater Education

Arts Education

Winifred Ward

Jean Piaget

Viktor
Lowenfeld

Peter Slade

Ralph W. Tyler

Sir Herbert Read

Experts in field of
psychology:
Moreno, Rogers,
and Maslow

Eleanor
Duckworth

Charles Stroh

Machine Greene

Arthur Effland

Nelson Goodman
Elliot Eisner
John Dewey
Sarah LawrenceLightfoot
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Table 3.4
Top 25 Frequent Words, Ms. Mitchell
Word

Count Weighted
Percentage

Similar Words

know

110

2.64%

know, knowing

think

96

2.30%

think, thinking, thinks

feel

77

1.85%

feel, feeling, feelings, feels

students

57

1.37%

student, students

work

46

1.10%

work, working, works

kids

44

1.06%

kid, kids, kids'

art

42

1.01%

art, arts

learning

42

1.01%

learn, learned, learning

time

40

0.96%

time, times

make

39

0.94%

make, makes, making

help

36

0.86%

help, helped, helping, helps

emotions 31

0.74%

emotion, emotional, emotionally, emotions

creative

29

0.70%

creative, creativity

artist

27

0.65%

artist, artistic, artists

care

25

0.60%

care

need

24

0.58%

need, needed, needs

personal

24

0.58%

person, personal, personalize, personalized,
personally

talk

23

0.55%

talk, talked, talking

world

22

0.53%

world

teacher

20

0.48%

teacher, teachers

good

19

0.46%

good

place

19

0.46%

place

create

19

0.46%

create, created, creates, creating

try

18

0.43%

tried, try, trying

teach

18

0.43%

teach, teaching
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Table 3.5
Top 25 Frequent Words, Ms. Linderman
Word

Count

Weighted
Percentage

Similar Words

arts

93

3.69%

art, arts

know

78

3.10%

know, knowing

think

62

2.46%

think, thinking, thinks

teacher

56

2.22%

teacher, teachers

kids

49

1.95%

kid, kids

time

38

1.51%

time

feel

36

1.43%

feel, feeling, feelings

kind

34

1.35%

kind

trying

33

1.31%

tried, try, trying

love

29

1.15%

love, loved

room

24

0.95%

room

school

22

0.87%

school, schools

make

20

0.79%

make, makes, making

need

20

0.79%

need, needed, needs

teach

20

0.79%

teach, teaches, teaching

students

20

0.79%

student, students

person

19

0.75%

person, personal

pushing

18

0.71%

push, pushed, pushing

work

17

0.67%

work, worked, working

help

16

0.64%

help, helped, helping, helps

calming

16

0.64%

calm, calming

classroom

16

0.64%

classroom, classrooms

giving

15

0.60%

give, gives, giving

emotions

14

0.56%

emotion, emotional, emotionally, emotions

good

14

0.56%

good
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Table 3.6
Top 25 Frequent Words, Ms. Bass
Word

Count

Weighted
Percentage

Similar Words

music

39

2.43%

music, musical, musically

feel

38

2.37%

feel, feeling, feelings

think

35

2.18%

think, thinking

know

27

1.68%

know

kind

24

1.50%

kind, kindness

kids

21

1.31%

kid, kids

song

21

1.31%

song, songs

teaching

20

1.25%

teach, teaching

arts

17

1.06%

art, artful, arts

time

16

1.00%

time, times

teacher

16

1.00%

teacher, teachers

different

15

0.93%

difference, different

emotions

15

0.93%

emotion, emotional, emotionally, emotions

make

11

0.69%

make, makes, making

color

11

0.69%

color, coloring, colors

need

11

0.69%

need, needed, needs

performing 11

0.69%

perform, performance, performances,
performed, performer, performing

student

10

0.62%

student, students

class

10

0.62%

class, classes

sad

10

0.62%

sad, sadness

singing

10

0.62%

sing, singing, sings

trying

9

0.56%

tried, try, trying

specifically 9

0.56%

specific, specifically

school

8

0.50%

school, schools

help

8

0.50%

help, helped
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Table 3.7
Top 25 Frequent Words, Mr. Moll
Word

Count

Weighted
Percentage

Similar Words

school

24

1.37%

school

performing

23

1.31%

perform, performance, performances,
performed, performing

students

23

1.31%

student, students

arts

22

1.25%

art, arts

know

20

1.14%

know, knowing, knows

music

19

1.08%

music, musical, musicals

teaching

19

1.08%

teach, teaching

person

18

1.03%

person, personal

kids

16

0.91%

kid, kids

feel

15

0.86%

feel, feeling

program

14

0.80%

program

theatre

14

0.80%

theatre

character

13

0.74%

character, characters

teacher

13

0.74%

teacher

think

13

0.74%

think

see

11

0.63%

see, seeing

actor

11

0.63%

actor, actors

play

11

0.63%

play, plays

empathy

10

0.57%

empathy

acting

9

0.51%

act, acted, acting, acts

story

9

0.51%

stories, story

class

9

0.51%

class, classes

dance

9

0.51%

dance

shows

9

0.51%

show, shows

world

9

0.51%

world
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Table 3.8
Top 25 Frequent Words, Ms. Dykshorn
Word

Count Weighted Similar Words
Percentage

music

103

3.61%

music, musical, musically

instrumental

61

2.14%

instrument, instrumental, instruments

students

58

2.03%

student, students

school

57

2.00%

school, schools

program

41

1.44%

program, programs

think

35

1.23%

think

band

33

1.16%

band, bands

time

28

0.98%

time, times

lessons

26

0.91%

lesson, lessons

teaching

26

0.91%

teach, teaches, teaching

teachers

24

0.84%

teacher, teachers

learning

20

0.70%

learn, learned, learning

make

20

0.70%

make, makes, making

kids

19

0.67%

kid, kids

work

18

0.63%

work, worked, working

elementary

18

0.63%

elementary

develop

18

0.63%

develop, developed, development

perform

18

0.63%

perform, performance, performances,
performed, performer, performers,
performing

group

17

0.60%

group, groups

arts

17

0.60%

art, arts

ensemble

17

0.60%

ensemble, ensembles

study

16

0.56%

study

orchestra

15

0.53%

orchestra

great

15

0.53%

great, greatly

educator

15

0.53%

educated, education, educator
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Appendix B
Observation Grids
School________________________ Teacher_____________________
Date_______________
Evidence of Care
Evidence
1. The teacher
demonstrates
behavior outside
of the normal
routine and
beyond
expectations of
their role within
education
(Noddings, 1984,
p. 13)

Supporting Data

Interpretation of Meaning

2. The teacher
communicates
warmth in both
verbal and body
language
(Noddings, 1984,
p.19)
3. Students
respond to
teacher’s actions
of care
(Noddings, 1984,
p.19, 71)
4. The teacher’s
action brings
about a favorable
outcome for the
student
(Noddings, 1984,
p. 24)
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5. The teacher
acts in a nonruledbound fashion in
behalf of the
student
(Noddings, 1984,
p. 24)
6. There is
evidence of the
teacher accepting
and confirming a
student through
the receiving of
the student’s
feelings/ideas
(Noddings, 1984,
p. 67)
7. There is
evidence of the
inclusion of all
students within
the classroom
ecology
(Noddings, 1984,
p. 67)
Additional
Evidence
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Structural Dimensions (Eisner, 2017)
Dimension
Evidence
Intentional

Interpretation of Meaning

Structural
Curricular
Pedagogical
Evaluative
Care
Classroom Ecology
Evidence
Supporting Data
1. How is the
classroom laid
out (design and
furniture
placement)
(Eisner, 2017, p.
71)

Interpretation of Meaning

Additional
Evidence

269

Appendix C
Interview Questions
Questions for Interview #1
1. What do you see as your purpose as an arts educator?
2. Do you feel it is important to discuss the emotions imbedded within the artistic
pieces you are using with your students? If so, can you give me an example?
3. Have you ever considered your students’ points of view and what they expect
from you? If so, can you please give me an example?
4. Have you ever acted in a pre-meditated way to promote the emotional wellbeing
of your students?
5. Have you ever needed to abstain from acting to promote a student’s well-being?
If so, when?

Questions for Interview #2
1. What were your reasons behind the observed action of (this question will be
completed during the observation period and will be unique to each of the
participants)?
2. Have you ever needed to act in a caring way for a student who you have had prior
difficulties connecting with? If so, did this change your relationship with the
student?
3. Have you seen a student who is self-protective grow comfortable in your class
and gain the courage to be their authentic selves? If so, please elaborate.
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Appendix D
Figures

Figure 2.1. Graphic representation of the history of arts education in the United States
of America.
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Figure 3.5 Graphic word cloud representation of Ms. Linderman’s top 25 words.
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Figure 3.6. Graphic word cloud representation of Ms. Bass’ top 25 words.
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Figure 3.7. Graphic word cloud representation of Ms. Mitchell’s top 25 words.
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students

think

see

program

teaching

class

person

actor

world shows

music

character

arts

dance story

know

play

feel
schoolkids

theatre

teacher
acting

Figure 3.8. Graphic word cloud representation of Mr. Moll’s top 25 words.
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empathy

performing

arts

study teaching

time band learning

instrumental
lessons
work

think

kids

group

make

program

school
students

perform

music

teachers

orchestra elementary

ensemble

great

develop

educator

Figure 3.9. Graphic word cloud representation of Ms. Dykshorn’s top 25 words.
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Appendix E
Participant Responses
Ms. Linderman’s Written Response
Dear Jen,
When I began reading, I was so nervous as to what I would read. I wondered what I said
or my student's said that would be documented forever. That is a scary thought! After
reading just the first few sentences of this 27 page document, I felt tears in my eyes.
Tears of happiness! It was so magical to relive moments in the art room. I found myself
teary-eyed, laughing, smiling, and reminiscing throughout my reading. The way Jen
described my students from the little ones to the big ones, really made me reflect on how
much I adore them. The details of the Kindergarten students with their feet dangling off
the chairs with untied shoelaces just filled my heart. It put such a vivid picture in my
mind as to how special my students are and what they mean to me. I realized these are
small moments that come and go so quickly throughout the school day that are so easily
missed, but Jen captured them. Teachers have so much on our plates from grading, to
assessments, to meetings, parent calls, etc. It's not hard to understand why those adorable
moments get missed. However, they are so important. Those little moments with kids are
my "why". Those children and their untied shoes are why I show up to work everyday.
They are why I stay late tackling those grades and hanging up artwork. I will forever
treasure this writing. It fuels my fire. It reminds me just how important the work is that
I'm doing. How important creating a safe space for these kids is. It reminds me that what
I do goes way beyond teaching kids art. Thank you for taking the time to get to know me
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and my special students. Thank you for capturing those fleeting moments. Thank you for
shining a light on just how important the arts are!
(M. Linderman, personal communication, April 29, 2020)
Figure 4.44 Letter from Ms. Linderman upon reading her section of the study
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Ms. Bass’ Written Response
Dear Jen,
Reading your writing brought tears to my eyes. Your writing is beautiful. I often
wondered if you were actually writing about me. I have often thought I wasn’t a good
music teacher and lurked in the shadows. The personal transformation I have been going
through in my teaching is apparent in your writing. I can feel how much I love my
students and love teaching music. It is such an amazing feeling to see yourself through
someone else’s eyes and see the great work I am already doing with my students.

Thank you so much for including me.
(M. Bass, personal communication, May 29, 2020)
Figure 4.45 Letter from Ms. Bass upon reading her section of the study
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Ms. Mitchell’s Written Response
Good Morning Jen!
I wrote this last night after I read my section. It took a while to read because I kept
breaking down into tears. I reread what I wrote this morning and believe my words speak
honestly of my reaction. I'm a little overwhelmed and greatly humbled. Not often do
teachers get to view their work through eyes other than their own. Because of the depth
of responsibility teachers feel, too many times we reflect only on the parts of our days we
wish had gone better, differently. It is obvious I write my thoughts much better than I
speak them, but the essence of what I want students to take with them past their schooling
is all here. Thank you, every teacher should receive this gift of perspective.

With love and appreciation,
(M. Mitchell, personal communication, April 29, 2020)
Figure 4.46 Letter from Ms. Mitchell upon reading her section of the study
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Mr. Moll’s Written Response
Hi Jen,
I am very honored to be included in this dissertation and I give my full approval of being
included in the text. Sometimes it is hard as a teacher to feel like you are doing the right
things for kids, but seeing how I was portrayed in this dissertation gave me a confidence
boost that I am going in the right direction. Thank you for that! It was difficult to read the
portion about the girl whose Mom convinced me to let her sing at the school assembly. I
still wish I would’ve stuck with my gut feeling on that. I am trying to give myself some
grace, and hope that other teachers who read that story will realize that we all make
mistakes. It's okay - live and learn, and try to do better the next time. Working with Jen
on this was a great experience and I wish her all the best. Thank you for including me!
(M. Moll, personal communication, April 17, 2020)
Figure 4.47 Letter from Mr. Moll upon reading her section of the study
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Ms. Dykshorn’s Written Response
Hi Jen!
That was beautifully written, but as I read it - it’s strange to read those things about
yourself. It’s just “what I do.” It’s not something that I think about on a daily basis. I
consider my students “my children.” I just want them to go out into the world better
people than before we met; and I hope that music and the arts are part of their process in
becoming amazing human beings.
Thank you again for allowing me to be part of your project.
(M. Dykshorn, personal communication, April 15, 2020)
Figure 4.48 Letter from Ms. Dykshorn upon reading her section of the study
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